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PREFACE 


A HISTORY of Ba^ali literature to the end of the nineteenth 
century j$ offered in the following page$. The twentieth 
century is outside my scope, but I have included an essay on 
Rabindranath Tagore in view of his importance. 

In dealing with the literature I have paid special attention to 
the religious movementa, and the political and social forces, to 
v^ch it was related. 

The unacknowledged translations are my ovm, and I have made 
them as literal as possible. 

> My book was written under the auspices of the Rhodes Trust, 
^ and I owe a debt of gratitude to the Rhodes Trustees, and to their 
\ secretary Lord Elton, for the help and encouragement they gave me. 

Parts of Chapter IV embody some of the results of an investiga- 
tion that I undertook for a Leverhulme Research Fellowship, and 
I take the present opportunity of publicly thanking the Lever¬ 
hulme Trustees. 

My old teacher Edward Thompson was keenly interested in my 
^ writing this book, and I am very .unhappy to think that he is not 
^ alive to see it. 


? Among my friends who helped me I should specially mention 

V Paul Goldberg for the loving care with which he read the manu- 
A script and for the many suggestions that he made. The book 

V would have been much poorer without his "help. Sisir Kumar 
Mukerjea helped me with ipm^ of the translations. 

TTie staff of the India Office Library gave me many facilities 
^ for writing the book, and the staff of the Clarendon Press were 

____j ... .. . . 


helpful in many matters connected with the printing. 
The book is dedicated to the memory of my mother, 


J. C. G. 


NOTE 


I N transliteratiag Bengali words the generally accepted 
symbols have been u$ed> with the following modi£ca> 
tions. The inherent vowel a has been dropped except 
where it is sounded in Bengali. All the three sibilants, 
palatalf cerebral^ and dental, have been indiscriminately 
represented by s for the reason that they are pro* 
noimced alike in Bengali. For the same reason no dis¬ 
tinction has been made between the cerebral and the 
dental nasals, the short and the Jong i, and the short 
and the bng u. Double v and double y have been 
shortened to ^gle o aud single y, and compound words 
have sometiines been split up vixh hyphens. 

The Indian custom of referring to authors by their 
first names Instead of their surnames has been generally 
followed. But on pp. i6p-^8 Rabindranath Tagore has 
been referred to by his surname because he is widely 
known outside India by that name. 
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CHAPTER I 

INTRODUCTION 


T he BengaJi people appear, from their physicaJ &nd linguistic 
traits, to be a mixture of the four races known to ethnologists 
as Kol, Dravidian, Mongolian, and Aryan.* The Kols are the Neo- 
Hthic people who are now supposed to have lived over the whole 
of central India and the Gangetic plains as far as the base of the 
IiimaJayas» and to have been the same as, or closely akin to, the 
Moos and Khmers of Burma and Indo>China. In Bengal, as else¬ 
where, they evolved no civilization, and their language, a member 
of the Austro-Aaiatic family, has been almost totally absorbed in 
the language of the Dravidlan and the later races who have con¬ 
quered and superseded them. The Dravidlan and the Mongolian 
(or TibetO'Chinese) languages in their turn have been absorbed in 
Bengali, the Aryan language. The non-Aryan languages evolved 
no literature or script, and they have now shrunk into minor dia¬ 
lects spoken by aboriginal and backward tribes in hill and forest 
regions. The jCol-Pravidian dialects are now almost entirely con¬ 
fined to such tribes as the Santhal, Munda, and Kunikh of the 
Chota Nagpur area. Western, particularly south-western, Bengal 
seems always to have been predominantly Dravldian in population, 
and to have had from ancient times an unbroken racial and linguistic 
aBinity with Orissa, Andhra, and ether Dravidian countries ^rther 
to the south. The Mongolian dialects are now confined to such 
tribes as the Bodo and Kuki-Cbin of the northern and eastern 
frontiers. The broad dilTerence between the pronunciation of 
western and eastern Bengal is due to predominating Dravidian 
influence in the west, and to predominating Mongolian influence 
in the east. 

Bengali is a member of the Indo-European family of languages, 
and it represents, along with Assamese, the easternmost branch of 
that faniily. In India the anient Aryan language gave rise to 
several Prakrits or spoken dialects and to the literary language 
Sanskrit. The Bhaaas, or modem Aryan languages such as Bengali, 
originated from the Prakrits, though they have always been infiu- 

' I b<ve iu«d th«M terms in their convectionnl senM, and with the awareaeM 
that in India aa elsewhere they have Kcrle sdeatlf^c slaniiicanee beyond the 
convenient description of some broadly daliiied linguistic and ethnic tnita. 

SOt7 S 
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enced by San^t. The PraJuits, ao to $peak» are their mothers, 
and Sanskrit is their father. The Prakrits had their distinguishing 
regional characteristics, and were subject to the changes of time, 
the latest stage in their evolution before they gave birth to the 
Bbi^ being known as Apabhrar^a; while Sanskrit, practically 
Axed about the hftb century 6.C, was the sacred and cultural 
language for Ar}^vartta»^ and later for all India. Neither the 
Prakrits nor Sanskrit, however, were pure Aryan, but had as¬ 
similated many words, and many phonetic, morphological, and 
syntactical characteristics, from the non-Aryan languages of India. 
They transmitted these non-Aryan words and characteristics to 
the Bhasas which originated from them, and which in their turn 
assimilated further words and characteristics directly from the non- 
Aryan languages. Thus the non-Aryan elements in Bengali are due 
to both direct and indirect non-Ar^in influence; the latter through 
Sanskrit and the Pnkrit from which Bengali is descended. 

The pTikhya or eastern branch of the Aryan language in India 
gave rise to Migadhi Ptikrit, the parent of the modern languages 
filharl, Oriya, Assamese, and Bengali.^ Magadhi Prakrit is known 
to have developed about the third or the fourth century A.D., 
but the date when Bengali developed from it cannot be definitely 
ascertained. Lack of material has made it impossible to construct 
a proper history of the birth and early growth of the Bengali 
language. Only two of the extant Bengali manuscripts^ are believed 
to be older than the sixteenth century; the rest belong to the 
sixteenth, and more commonly to the seventeenth and eighteenth, 
centuries. The Aryan language which the Chinese traveller Hluen 
Thsang found spoken in Bengal in the seventh century was prob¬ 
ably the Apabhraipsa of Migadhi P^rit representing the tran¬ 
sitional stage before the final emergence of Bengali. The final 
emergence probably took place in the tenth century, under the 
stimulus which all aspects of culture received durii^ the reign of 
the Pal kings. 

' X«ad of the AfTans*; ancient name hy which northern and centre! India 
were eeUed. 

* The main characeemtiee of Migadhi Prikrit—e.g. the interehaage <a 
•holition of caao-eodiDge; the tendency to compt r into the tubititvition of 
the pakui s for (he dental and the cerebral r; the subetitutioa of the deaal n 
for the cerebral n, of the palatal j for the aami-vowel y, and of the labial b for the 
eemi-vowel u—ire fully rerained ia Beagali. 

* The maouacripta of Cheryi and Sri^fOvna^kiruen- 
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There was some influence of Sauraseni Apabhramsa on Old 
Ber^U. Sauraseni is e western Indian language, and it spread in 
eastern India under the influence of the Rajput kings of central 
India who from the ninth to the twelfth century were the para¬ 
mount power in Ar^vartta. It was the language of the royal courts, 
and was widely cultivated by the professional bards of these Rajput 
kings and» on their model, by the professional bards of the other 
kings of ArySvartCa. That is why a great deal of the early literarurc 
of Bengal is in a mixed Sauraseni-BengaJi dialect. 

As is to be expected, there was a preponderance of Pnkrit words 
in Old Bengali. These words, called tadbkava in Indian philology, 
form the bulk of the vocabulary of Bengali, as of all other Bhasas or 
modem Aryan languages of India. In addition Bengali contained 
from its birth a large number of Sanskrit words. These, called 
tatsama, were copiously reinforced by later borrowu^ from 
Sanskrit, particularly during the classical revivals that took place 
between the fifteenth and the nineteenth centuries. The rise of 
Bengali prose in the nineteenth century brought about a further 
influx of iaisoffia words. New vrords were needed to express the 
Western ideas that came with British rule, and those were 

mostly derived from Sanskrit. 

The name den (native) is given in Indian philology to the words 
of Kolaiian, Dravidian, and Mongolian origin which have been 
incorporated into Sanskrit, the P^rits, and the BlwsSs. Bengali 
has a Urge number of dssi words,* borrowed directly from the non- 
Aryan languages, and indirecdy throi^h Sanskrit and Magadhi 
Piikrit. Similar non-Aryan influence, direct and indirect, is seen 
in its phonetics, grammar, and syntax. Cerebral sounds were not 
present in the ancient Aryan languages, and their presence in San¬ 
skrit, Magadhi Prakrit, and Bengali ja due to Dravidian influence. 
The same is true of such morphological characteristics as the use 
of post-positions instead of prepositions. The syntax of Sanskrit 
and Bengali, in fact of all the Aryan languages of India, is Dravidian 
rather than Aryan. The extensive use of onomatopaic words in 
Bengali represents a Kol-Dravidian characteristic, and Dravidian 
influence is particularly strong in Bengali place-names and suffixes.* 
The Bengali people, particularly of the east, beuay a Mongolian 

• e,g. kaiU, fh^kur, p^S (Kol); kUd, Aiintf, Itap, amt (Dtividiafl); jhik, har4. 
pMr6 (Mengfrliiin)' 

* snd -gsri ui B«Buri aad SUiguri 
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characteristic in not giving full value to cerebral and palatal sounds 
in their pronundarfon. East Bengal^ under Mongolian influence, 
has the tendeucy to add aspiration to unaspirated sounds, and to 
drop nasalization. West Bengal, under Dravidian influence, baa 
the opposite tendency to drop upiration, and to add nasalization, 
The Muhammadan conquest of Bengal (c, a.d. 1200) introduced 
many Persian, Arabic, and Turkish worda, chiefly relating to 
administration. The Arabic and Turkish words mostly came 
through Persian. There was a further influx of Persian words after 
1576, when Akbar*s conquest of Bengal made it a part of the 
Mogul empire. Many Persian words have dropped out of use, 
however, since the substitution of English as the offlclal language. 
There are about three thousand Persian words' in present-day 
Bengali, which has also inherited a small number of ancient Iranian 
words* 3$ part of its Aryan legacy. The assimilation of English 
words,* which began in the days of the East India Company, is 
still going on, though not so copiously as before. The present 
tendency, an offshoot of nationalism and an indication of the grow¬ 
ing strength of Bengali, is to invent an equivalent, generally with 
the help of Sanskrit. TTie Portuguese, the Dutch, and the French 
who came to India in the sixteenth and seventeenth centuries con¬ 
tributed a few words to the Bengali vocabulary.* The only other 
European language to which Bengali is indebted is ancient Greek;* 
it has borrowed a small number of words from Greek through 
Sanskrit. Persian has contributed a little over three per cent, of 
the Bengali vocabulary, and English and other European languages 
have contributed a little over one per cent.^ 

The English word Bengal is a corruption of BihgalS (often con¬ 
tracted to Bangla). Blogall (or Bafigla) and Bafiga (or Vahga, 
properly to transliterate its Sanskrit veraion) have been the country’s 
names ever since the days of Muslim rule; though Vahga origioaJly 
denoted east Bengal, particularly the modem Dacca and Faridpur 
districts. In addition to Vahga there were the three other original 

' «.;. jam (land), 6ynd (inirrQr), ddnga (police oflwr), 

* e.3, ptKb (fooenun, foe(*8oldier), pOtM (boolO* 

* e.3. dfis (o/fice), gMf (glass), (table). 

* e.g, UfA (swo^), kfidni (diich), jingid (window) &om Pomigueae; ovp. 
tun^ (biunp) from Dutch irorf’, kiruij and Aupon from Fr. eartov^ and 
eoupm~ 

* e.g, guradga (nmcel) Irom Gk. turmJu, tyrinx. 

‘ For a full study of the subject see SunUi Kumar ChattoiiC Tiit Origin and 
Drvrlopitmtt th« Btngtdi Lofiguagt. 
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divisions named Pundn (north-central Bengal), Blrh (west 
Bengal), and Suhma (south-west Bengal). Punt^ and came 

jointly to be known as Gauf, originally the name of the country 
round about the modem Burdwan and Murshidabad districts and 
with its chief town at Kamasuvama. It was at Gaur in the seventh 
or eighth century a.c. that the semi-historical AdUur is said to 
have founded the first independent kingdom Bengal ever had. In 
later history Gaur became the centre of Bengal’s politicaj and 
cultural life and one of the most prosperous and important states 
of India. Such was its prominence that for a long time in the past 
Bengal wu called Gaur or Gaur-Vanga. 

Aryan civilization came to Bengal from the north-west, and as 
an overflow from the neighbouring land of Bihar. Culturally and 
polftically Bihar and Bengal have always been very close, and they 
formed one province until 1912. Bihar was the birthplace and the 
metropolitan centre of the great religious orders of Jainism and 
Buddhism, and it contained the three ancient states of Ahga, Videha, 
and Magadba. Videha had the famous school of Sanskrit learning 
in Mithi^, and the culture of Mithila had a great mHuence in 
Bengal. The political history of India properly b^ns with the 
rise of Magadha, and the glory of the Magadha empire under the 
Mauryas and the Guptas has few rivals in the andent world. The 
sixth century 6.C. is the date when the aryanization of Bihar is 
usually supposed to have been accomplished and that of Bengal to 
have begun. The new civilization was mainly brought by Jain and 
Buddhist monks, but it cannot be said to have spread widely until 
Bengal became a part of Asoka’s empire in the third century B.c. 
Fa Hien^ found Aryan dvilization in Bengal in the fifth century 
A.C., and so did Hiuen Thaang* in the seventh century- 

BengaJ was known to the Aryans in the Vedic age, and there are 
references to it in such early Sanskrit literature uthtMahSbhSrata, 
AiiSTfya Aranyaka, Baudh&yana DharmasuirOy and Hnini’s gram¬ 
mar. But her history docs not properly begin until the rise of the 
Pal kings towards the end of the eighth century A-c. The reign of 
the HI kings lasted over three hunted yean, and it is justly noted 
for its cultural achievements. Bengali language and literature are 
generaUy supposed to have been bom in the HI period, and the 
stone and cast-metal sculpture of that period is well known. Bengal 
had already developed a school of Sanskrit poetry, and the Gauriya 
’ Chinese mvellen who left sccounts of iheir travels in India. 




$ INTRODUCTION 

Riti or Bei^ali mode o( poetic composition Kad gained recognition 
in Sanskrit poetics by the seventh century a-C. But there is no 
definite evidence of any Sanskrit poems by Bengali writers before 
the Pal period. Avinanda, the court poet of Dev Pal, wrote a 
Sanskrit poem entitled RSma-cfuirita, and another Sanskrit poem 
cf the same name was written by Sandhyakar Nandi during the 
re^ of RSm Pll. 

Under the Sen kings Bengal further developed her national 
character. She was no longer under the political and cultural 
infiuence of Magadha as she always had been troxn early times. 
A further break mth Magadha occurred with the destruction of 
Magadhan culture during the Muslim conquest. Mithila was the 
only place In Bihar which managed to salvage some of its cultural 
life out of the devastation of the conquest, and so to retain its 
influence on Bengal. Bengali scholars continued for a long time to 
go there for Sanskrit studies, and the poetry of MithiS influenced 
the poetry of Bengal. The Vaisoava religion was firmly planted 
under the Sen kings, and the social structure of the upper classes 
was stabilized, in fact stereotyped, by the introduction of the kulin 
or puie-caste system by Ballal Sen. Jaya Deva, a court poet of 
Laksman Sen, wrote the Gita Govinda, the best contribution to 
Sanskrit poetry by a Bengali, Laksman Sen was the last indepen¬ 
dent Hindu king of Bengal, and he lost his throne to the Muslim 
conquerors in c. a.d, 1200- The conquerors, commonly known as 
Pathans, utterly ravaged the country and disrupted its cultural life, 
Academies were dissolved, temples and monasteries were dese¬ 
crated, libraries destroyed, and priests and scholars were perse¬ 
cuted. Sanskrit never recovered from the blow, while Bengali 
literature, and Bengali culture generally, had to wait until the 
fifteenth century before making a reappearance. 

One of the things for which Bengal was ^mous in ancient times 
was her sea and river craft. Her art of nav^tion, boat-building, 
and maritime warfare developed out of her loi^ sea-coast and many 
rivers. She had a large sea-borne trade, mostly carried on through 
the ancient seaport of Tamralipta, River and sea-voyages are a 
notable feature of Bengali folk-lore and Literature, particularly of 
the Manaaa and Chandi poems to be noticed later. 

Although Bengal adopted Aryan civilization and culture, she 
never became a stronghold of Brahmanic orthodoxy. One might 
even go so ^r as to say that in ancient times Brahmanic orthodoxy 
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received an efTftcdve check in the eastern countries of Bihar and 
Bengal. That is probably the reason why those countries were 
regarded by the orthodox Aryans of the Punjab and the United 
Provinces as being outside the Aryan fold. There is the legend of 
Michava in Saiapaiha BrahnuaiA according to which the sacred 
flame started eastwards from the banks of the Saraswati in the 
Punjab, came as far as the Sadinim (Gan^akl ?) in the United Pro¬ 
vinces, but did not come to Bihar and Bengal. According to the 
BaudhSyana Dhamasvtra it was necessary for those Aryans of the 
west to perform expiatory sacrifices if they visited Bihar and Bengal. 
Bibar, as we have already said, was the birthplace and metro¬ 
politan centre of Jainism and Buddhism, and those are the reli¬ 
gions which were the most widespread in ancient Bengal. Jainism 
remained more or less confined to west Bengal, but Buddhism 
spread over the whole country. Those religions, called tairthikiya 
or heretical, did not observe the caste system, and were opposed in 
other ways to Brahtnanic orthodoxy. They represented Ae spirit 
of self-assertion of the non-Aryan masses at the bottom of Hindu 
sodety, and the bulk of their followers, particularly in the early 
days of their propagation, came from the same masses. £<)ually 
d^ocratic arid catholic was the spirit of Vaisnavism and of the 
medieval cults (e.g. the Manasa, Cham^, Dharma, and Nath cults) 
which were prevalent in Bengal after the decline of Buddhism. 
They too were opposed to Brahmanic orthodoxy and drew the 
bulk of th«r recruits from the lower classes. The immigration of 
Brahmans into Bengal had continued, however, since the coming 
of Aryan civilization. Hindu kings of later times are known to 
have imported Brahmans from central and western India, and to 
have settled them with grants of land and stipend, with the object 
of raising the cultural level of their country. The Brahmanic 
influence has always been strong, but it has also been tempered by 
B«igal’s dislike of orthodoxy- The catholic spirit of Bengal further 
expressed itself in the attempts that were made during Muslim 
rule to bring about a synthesis of Hinduism and Islam. Vaisnavism 
and the medieval cults mentioned above welcomed Hindus and 
Muslims alike, but they centred on the worship of particular ddties, 
and were denominational and sectarian to that extent. So arose a 
wider synthesis based on the deep human principle thu aU reli¬ 
gions and their prophets are different manifestations of the same 
divine spirit. As is weU known, that is the essential principle of 
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Hinduism, and it was reasserted as the basis of a synthesis for 
unifying the Hindu and Muslim masses. At all times Bcn^ has 
been noted for her liberality of outlook and for her sensitiveness i 

to new ideas. A recent example of this is the immediate and whole¬ 
hearted response she gave to Western civilization in the nineteenth 
century. She has always chatopioned freedom in matters of thought 
and spirit, and has always accorded a warm welcome to new move- ; 

ments. Her faults have sprung foom loo much rather than too 1 

little freedom, from laxity rather than rigidity, ‘ 

Several of the Jain tirthai^ras (chief saints) were bom in ; 

Beiigal, and most of them worked there. Bengal is the birthplace 
of ^e great Vaisnava saint Chalranya, and her contribution to 
Vaisnavism is among the greatest in India. The medieval cults of , 

Sahaji)^, Nathism, and Tantrism owe much to Bengal. Lui, one 
of the earliest leaders, and prob^ly a founder, of Sahaji^, was a 
Bei^ali. Minanath, GoraJaanith, and Haripl, the main leaders 
of the Nath cult, are sometimes supposed to have come from Bengal. 

Bengal was one of the principal centres of Tantrism, and produced 
many able preachers and exponents of Mahl^na and Tlntric 
Buddhism. The greatest of these were Silibhadra and Dipahkar 
Srijhan. The first, the son of the king of Samatata (east Bengal), 
was the head of the great monastery of NaJandi in Bihar, and the 
teacher of Hiuen Tbsang. Dipankar (called Atisi in Tibet) was 
the son of the king of Vikramanipur, and the chief priest of the 
monastery of Vikramasi^. His greatest work was the reform of 
Buddhism in Tibet. 

The first phase of Bengali culture, appropriately takes its name 
from Gauf. Originally situated in the north-west at the comer of S 

PuD^ta and Barb, and drawing sustenance from the civilization ’ 

of both of them, Gaur was also the main gate through which the ■ 

culture of Bihar, and thus of Xryivartta, came to Bengal. Aryan ; 

civilization bad travelled from the west to the east, and from the | 

north to the south, before coining to Bengal; and it travelled in the \ 

same directions after coming there. It had followed the course of 
the Ganges in coming from the Punjab to Bihar, and it followed 
the same river in coming from Bihar to Gauf. The north-western 
part of Bengal was thus linked to Ar^ilvaitta by the Canges, but 
not the western and the south-western parts, most of which were 
shut off from Arjilvartta by their hills and forests and continued 
for a long time in their original KoUDravidian ways. Even now 
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the western and south-western parts have a la^ aboriginal and 
semi-aboriginal population. The Ganges not only linked Gaur 
with Bihar and the great Aryavartia beyond, but, flowing farther 
to the east and the south, linked it with east and south Bei^al. In 
addition there was the Bhagirathi (Hooghly) which split away from 
the Ganges in the Gaur region, and linked it with western Bci^l 
and the delta, the last the youngest and the most fertile land in the 
country. Aided by its natural situation Gaur became the para¬ 
mount political state in Bengal, and the only stale there whose 
power and culture ranked among the highest in India. The oiltute 
it evolved was sufficiently large and loi^-lived to be described as 
national. The Muslim conquest made no difference to the political 
status which Gauf had achieved under the Pal and the Sen kings, 
and it continued as the capital of Bengal, and as the principal seat 
of poEtical power in eastern India, until the end of Paihan rule- 
But there was a great difference in the cultural sphere. The 
Muslim conquest dealt a deadly blow to Hindu culture, and the 
conquerors had next to nothing to offer in its place. India has 
rarely known rulers so utterly barbarous as the Pathans, or experi¬ 
enced such distress as she did under them. Muslim culture in 
India did not properly begin until the days of Mogul rule, and 
Bengal did not become a part of the Mogul empire until 1576. 
Even then Bengal was too far away from Delhi, tlie imperial capital, 
to receive the full stream of Mu^im culture. There was incessant 
warfare for 250 years after the Muslim conquest, and the average 
life of a Pathan mler on the throne of Gaur was not even ten years. 
The condition of the country somewhat improved, and Bengali 
literature reappeared, in the second half of the fourteenth century. 
But Gauf never recovered its former glory, and the Gaur phase of 
Bengali ^Iture may be said to have ended with the fifteenth century. 

Nadi^ (or Navadwip), Gauf's successor, had already come into 
prominence. It had enjoyed royal favour under Lakanan Sen, who 
had made it his second capital. Since the coming of Aryan civiliza¬ 
tion into north-west Ber^ Brahman families were continually 
emigrating from there to the east and the south. Along with the 
Jain and Buddhist missionaries these Brahman nnnugrants were 
the prindpal bearers of Aryan civilization, and their numbers 
sweUed as Gaur and north-west Bengal came under Muslim sway. 
Nadiya was the greatest of these Brahman colonies, and it stood 
on the Blwgirathi about half-way down into the delta. While north 
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and west Bengal were being ravaged by almost incessant warfare 
from the twelfth to the sixteenth century, and the torch of culture 
was dimming in Gaur, Nadiya kept it alight in the comparative 
quiet and security of the south. It was the principal centre of 
Vaisnavism in Bengal, and the prindpal scene of Chajtanya*s life 
and work. It became famotis in India for its Navya Nyaya or new 
logic, and developed a great school, the greatest in Bengal, of 
classical learning, philosophy, and vernacular poetry. The school 
of logic and metaphysics was founded by Vasudev Sarvabhaum 
and perfected by Raghunith Siromani.' Raghunandan Bhattl* 
chSrya, the great authority on jurisprudence, also belonged to 
Nadiyi, ‘People come from various parts to Navadwip to acquire 
learning. It has countless students and teachers': so said Vrindavan 
Dis in his Chaitonya-hh^avai^ about Nadi^ of the late fifteenth 
and early sixteenth century. Accordii^ to Narahari Chakravartti 
in Bkakti-ratnSkar^ Nadiya was about sixteen square miles in area, 
and consisted of one town and several villages. Its learning over> 
flowed to other places on the Bhagirathi sQch as Santipur and 
Bhltpifl, and it was the pivot of the Hindu renaissance of the 
fifteenth and sixteenth centuries. Aided by generous patrons such 
as Maharaja Krisnaebandra, the Nadi^ phase of Bengali culture 
continued from the sixteenth to the eighteenth century. 

One reason why the cultural leadership of Bengal had shifted 
southwards to Nadi^ waa the economic wealth of the delta. That 
is also the reason why, having come to the delta, it has stayed there. 
It travelled a few hundred miles farther to the south, and by the 
same river, to Calcutta, where the third, and so far the last, phase 
of Bengali culture began with the nineteenth century. Calcutta’s 
rise from an obscure village to the foremost town in India was 
entirely due to British influence, and its cultural leaderahip of 
Bengal, and in some respects of all India, was due to its position 
as the imperial capital of British India. Vaisnavism was no doubt 
a great pr<^reasive force in its hey-day, but the culture of Nadi}^, 
however good in many w^s, was in the main the conservative, 
even reactionary, culture of neo-Hinduism, and had already reached 
a dead end in the eighteenth century. Vaisnavism too had by then 
lost its original purity and dynamic power. The Nadi^ culture, 
therefore, could no longer meet the needs of the modem Hindu, 


’ AutKot ChintAtumi Didfati. 
» Sm p, 54. 
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let alone the other communities; whereas the youi^ scientliic 
uviJization of Europe that came with British rule satisfied the vital 
for modernity In all. That is why it was eagerly welcomed. 
The great renaissance it brought about was in many respects 
similar to the European renaissance in the fifteenth and sixteenth 
centuries. 

Following the cultural phases mentioned above* Bengali litera¬ 
ture will be divided in the present work into the three periods of 
predominating Gaur» NsdiyI, and Calcutta influence. The first, 
roughly extending from the eleventh to the fifteenth century, is 
the period of early growth when the language and literature are in 
a primitive condition. In the first half of the period the language 
is heavily Prakritic; and the literature is communal, as of a primi¬ 
tive rustic society, and mystical'religious. There is only verse, and 
verse that is meant to be suj^. In die second half, i.e. in the four¬ 
teenth and fifteenth centuries, the language fully assumes its 
Bengali character, and a Sadhu-bhaaa, or literary language, is 
created with talsama words borrowed from Sanskrit. The Sanskrit 
influence, a symptom of the reassertion of Hinduism, brings about 
a classical revival which to some extent humanizes the literature 
without, however, altering its fundamental communal and reli¬ 
gious character. Literature is scanty in the first half, is feirly 
copious in the second. 

In the middle or NadiyS period, extending from the sixteenth 
to the eighteenth century, the modernizing process already begun 
in the previous period continues farther. The language discards 
the few archaic forma which were still clinging to It, the classical 
revival is in full swing, and the Sadhu-bhSa establishes itself as 
the standard literary language in all parts of the country. A large 
volume of literature is produced, and the national legends, such 
as those of Ch^ Sac^gar, BipuH, Dhanapati, Kalketu, I^usen, 
and Govindachandra and his mother Maynamati, assume final 
form. The secularizing and humaniaing process proceeds, parti¬ 
cularly under Vaisnava influence, but the communal character of 
the literature persists and its religious obsession dies hard- 

The modem or Calcutta period, which, through the introduction 
of Ei^lish education, is also the period of Western influence, 
begins in A.n. 1800. Printing is introduced,' and prose is bom. 
Journalism, fiction, and the modem drama and theatre are also 

' That is, OD i l«rs« Male. A ftw Benpli books were printed before 1800. 
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bom. What is most important* literature becomes secular^ and as 
such, for the first time ^iy deserves its name. This does not mean 
that the religious obsession does not persUt^it does that even 
co>day—but it no longer dominates. Poetry is no longer meant to 
be sung or chanted, but to be read and recited. English is the main 
modernizing and vitalizing influence, and the form and content of 
Bengali literature are enriched with modes, ideas, and themes 
borrowed from English. The classicized Sadhu-bhasa is perceived 
in the second half of the century to be artificial and unsuitable; 
and is replaced by Chalit-bhasi, or common language, mainly 
based on the colloquial speech of Calcutta. The decline of Indian 
feudalism transfers wealth and power from the old aristocracy to 
the new b&urgeotM, and literature and culture acquire a bourgeois 
character to suit the needs of their new patron. The pxincipaJ 
change is the English or Western infiuence, brought about by the 
fact that the new-risen middle class Is the most anglicized section 
of the population. The primitive communism of pre-British 
gives way to the monopoly capitalism introduced by the British, 
and economic wealth and poHrical power are now concentrated 
away from the village m the town. The rustic character of the 
literature is simultaneously replaced by the urban. In short, the 
literature discards its primitive, rustic, communal, and religion- 
ridden character to become modem, urban, secular, human, and 
individual. The wriceris personality is no longer suppressed as in. 
the previous periods, and his range and scope are now greater. The 
nineteenth century Ends the literature a small stream and leaves 
it a big river, and its increased vitality is seen in its output, which 
exceeds the output of the two previous periods taken together. 
The afore-mentioned changes take place earlier, and in a greater 
measure, in Bengali than in the other Indian literatures, and they 
raise Bengali to the position of the preTniermodem Indian literature. 

Ber^iali was both fortunate and unfortunate in having such 
a great language and literature as Sanskrit for its father. The 
influence of Sanskrit on it was similar to the infiuence of Latin on 
English, but much greater, because Sanskrit was not a foreign 
toi^e and was alive at the time when Bengali was bom. Sanskrit 
ceased to be a lltdng language after the Muhammadan conquest, 
but its infiuence remained, and it was that influence, operating 
through the classical renaissance of the fifteenth and sixteenth 
centuries, that put Bengali on its feet. The influence continued in 
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the seventeenth and eighteenth centuries, and the help of Sanskrit 
was again sought for the formation of Bengali prose in the first 
half of the nineteenth century. Bengali is indebted to Sanskrit for 
its grammar, rhetoric, and prosody, and for much of its vocabulary 
and phonetics. Almost all the literary modes, ideas, and figures, 
and many of the themes, on which Bengali subsisted until the nine> 
teenth century were also derived from Sanskrit. Above all, Sanskrit 
provided Bengali with a great spiritual and intellectual background, 
with the rich heritage, in short, of India’s ancient civiluation, But 
the greatness of Sanskrit was also a hindrance to Bengali, in so far 
as Bengah had to grow up in rivalry with it. Up to the nineteenth 
century, and to a lesser degree even after, Sanskrit always reigned 
supreme as the medium of India’s religious and secular culture, 
and as the repository of her ancient knowledge and history. It 
monopolized the high offices of the Church and the State, it was 
zealously cultivated by priests, philosophers, and poets, and was 
generously patronized by the royalty and aristocracy. It was the 
embodiment of the great Indian tradition, and was universally 
respected as the deva-hhSs^ or the language of the gods. The Jains 
and the Buddhists at first wrote In Prakrit as the more suitable 
language for spreading their doctrines among the masses, but they 
soon reverted to tradition by writing in Sanskrit. The prestige of 
Sanskrit was greater than ever after Kalidasa and the other writers 
of the classical period bad enriched it with their genius. Then 
there was a decline, but Sanskrit was still the cultural language 
when Bengali was bom in the days of the PIl and Sen kings. Poets 
of genius such as Jaya Devs, and aspirants after fame, infiuence, 
and &voiir, would sdll write in Sanskrit, not in Bengali. They did 
so not only because Sanskrit was the better language, but for the 
natural desire they had to belong to the great tradition Sanskrit 
embodied. The reason that made Sir Thomas More in England 
write his Utopia in Latin In preference to English has its parallel 
in Bengal, where Baghunath Siromanl wrote his Cktniarrumi 
Didhiii in Sanskrit In preference to Bengali. That was in the six> 
teenth century, and Bengali had fairly established itself by then. 
With the same object as the Jains and Buddhists had before them, 
the Vaisnavas wrote most of their literature In Bengali, but many 
of their sacred books^ were none the less written in Sanskrit. 

' «.;. Bha)uiTasdurntasifd}n snd Vjjwalaiiiicinam by Rup CmwIxiu; find the 
Uvee Chfiitfifiya by Muriri Oupca lad Ponminandfi Sen Kavikeinapur. 



t4 INTRODUCTION 

Instances may aJso be found in the fifteenth and sixteenth centuries 
of authors adopting an apologetic attitude for having written in 
Bengali. Vijay Gupta,' for instance, speaks of the 'natural faulti¬ 
ness of Bengali poetry V and Kavindra (Paramestvar)* considers 
Bengali poetry unsuitable for philosophical discussion.^ For a 
young and undeveloped modem vernacular literature to have to 
grow up against the established privil^s of a highly developed 
and ancient classical literature would have been difficult in any case; 
and Bengali had to contend with the special difiiculties arising from 
the religious venerauon in which a large body of Sanskrit literature 
was held. To translate the Sanskrit Purinas into Bengali was an 
act of sacrilege in the eyes of the conservative Brahman priest and 
pandit 'Whoever hears the e^hteen purSnas and the Ramayaiia 
in Bengali goes to Rouiava hell*: so ran an unoifidal ban. Even in 
the nineteenth century, when Bengali had fully established itself, 
it was necessary for Rammchan to carry on a long con¬ 
troversy with the priest and pandit regarding the propriety of trans¬ 
lating the sacred books of Hinduism into the vernacular tongue. 

While Sanskrit was the vehicle of orthodox Brahmanism, Bengali 
literature owed its ori^ and early growth to the medieval cults— 
such as the SahajiyS, Nath, ManasS, Chandi> and Dbanna cults— 
which we have mentioned above. These cults originated before the 
Muslim conquest, but they became most active, and they fully 
established themselves in Hindu society, after the conquest. They 
were the main power behind the resurgence of Hinduism in the 
sixteenth, seventeenth, and eighteenth centuries, and they pro¬ 
vided the subject-matter of the bulk of Bei^i literature in the 
Gaur and Nadiya periods. They were non-Aryan, anti-Brahmanic, 
opposed to the caste system, and mainly prevalent among the 
lower sections of the population. They were called laukik or 
vulgar^ in order to distinguish them from riie orthodox Brah¬ 
manism that obtained among the minority at the top, and their 
gods and goddesses too were called laukik in order to distinguiab 
them from the classical gods and goddesses; Excluded from the 
Aryan fold, they lived s submerged life among the lower classes 
in the villages, and were untouched by any b^er culture except 
the Buddhist. They derived their democratic spirit from Buddhism, 

' p. 45 . * sah^'g pdchdH git ndnd detmay. 

* Ses p. 46. * pdeMHu nafu yegya vSd. 
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aod many of them originated from disini^rating Buddhism, That 
religion had its mam following among the non-Aryan masses at 
the bottom of Hindu souety, and it found a natural refuge among 
the same masses in its lut days, That is how some Buddhist deities, 
transformed and perverted by the popular mind, reappeared as 
lau)ok deities. Manas, Chan^, and Dharma are Instances in 
point.' In their new forms those deities were at first worshipped 
by the common people, but in course of time they gained followers 
among the upper classes, and they finally became well established 
as Hindu deities. Their literature tells us how that happened. 

A new culture was thus rising in the centuries preceding and 
succeeding the Muslim conquest. It was a folk culture centring 
on the emergent lauitik deities, and it had Bengali, the emergent 
vernacular, as its vehicle. The decline of orthodox Brahmanism 
and classical Hindu culture before the Muslim conquest, and their 
virtual extioction after the conquest, gave the new culture full 
opportunity to grew. Bengali literature simultaneously found room 
to grow in the gap left by Sanskrit. The new culture rose by mass 
pressure from below, and in spite of the disfavour with which it 
was regarded by the orthodox Brahman cleric. As the custodian 
of classical culture the Brahman cleric, or priest-pandit (as we 
shall call him),’ was always conservative, and he now became more 
conservative dian ever in his ajudety to protect his charge In the 
dark days after the Muslim conquest. His own cultural and 
economic interests, vested as they were In Sanskrit, made him 
averse to Bengali; all the more because Bengali was a new language, 
rude and uncultivated. There was, besides, much in the new 
culture to earn his disfavour. In bis view the laukik cults were 
low and lax, occult and Indecent, and they undermined Hindu 
society by their non-observance of caste. The deities were low¬ 
born rustic deities, village clods worshipped by village clods. Many 
of the cults, sgsin, had been exploited by decadent Buddhism; they 
were soaked (the priest-pandit might have thought) in insidious 
Buddhist propaganda, and th^ ddties were Buddhist wolves 
in Hindu sheep’s clothing. To complete the prlest-pandit's un¬ 
happiness, these barbarous and disruptive cults were spreading 
apace, and the upstart deities of the village were threatening to 

* See p. jft. 
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usurp the thrones o£ the cUssicsl deities. It is not surprising to 
learn» therefore, that Chaiianya’s father, an orthodox Brahman, 
would not become a priest of Cbandi, even though it would have 
benefited him financially to have become one, We also know from 
the literature of these cults that the aversion to them was not con* 
fined to the Brahman community. Ch&d Sadagar of the ManasS 
fable and Dhanapati of the Chandi fable were members of the 
mercantile community, and they chose to suffer rather than wor* 
ahip ManasS and Chandi. 

Nevertheless the cults grew. Detested by the priest-pandic, but 
loved by the masses, they ac<^uired nation-wide popularity and 
influence. Slowly but surely they infiltrated the upper classes of 
Hindu society, and their victory was complete when the Brahman 
community, the longest to resist, threw up the sponge, Some 
Brahmans even went so for as to act as priests to them and to con* 
tribute to their literature, though to do that was to court social 
ostracism. In the autobiographical passage of his Dharma poem 
Mlniknm Ganguli^ relates how, on being ordered by Dhar^ to 
write a poem in his honour, he cried in fear: 'I shall lose caste, 
lord, if I sing your song.* Caste, however, had often to be sacrificed 
to economic necessity. Sources of livelihood were drying up In the 
orthodox fold, and it was more lucrative to serve the laukik cults. 
The old royalty and aristocracy who were the traditional patrons 
of the Brahmanic faith had become extinct or impoverished since 
the Muslim conquest, and the wealthy people of the day were 
being increasingly drawn to the new cults. According to the 
Chaiianya-^kdgatat^ Brahmans who acted as priests of Manasa 
and Chanth in the kte flfceenth and early sixteenth centuries made 
better livings than their orthodox brethren. ‘They dwell in houses 
which they have bought, they are well fed and well dad.’ We are 
not surprised to hear this, as we know from the Manasa and Chandi 
poems that these goddesses had established themselves among the 
wealthy mercantile community, As the laukik cults spread among 
the upper classes the quality of their literature improved; mainly 
because of the Brahmans with knowledge of Sanskrit literature 
who now served them as priests and poets. The status of the 
laukik deities sirauluneously improved. Manau and her colleagues 
were no longer represented as plebeians, but as relatives of the 
olympians. Manasa was made Siva’s daughter, Chandi was made 
' S«e p. 79 . » See p. 5®, 
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Siva'B wife. Modem deities and deified saints, such as Dbarma 
and GoraJcsanath, who could not be infused with blue blood, 
were reprcscmed as the all-powerful masters of the olympians. 
In this way the plebeian deities gate-crashed into the cl^ical 
pantheon, and the non-Aryan cults made a niche for themselves 
in the Aryan temple. And in this way, also, the new culture affiliated 
itself to the classical tradition. As the new culture gathered strength 
it enriched itself more and more with Sanskrit leamii^ and the 
refinements of Sanskrit literature. Hence the clas^caJ renaissance 
which in the fifteenth and sixteenth centuries nourished the shoots 
of the young Bengali literature. 

It has been stated above that the new culture was a folk-culture 
which rose by mass pressure from below, and whlcli found room 
to grow in the diaruption of Hindu society and orthodox Hindu 
culture that took place after the Mxislim conquest. The new cul¬ 
ture had a special source of strength in the fact that it was com¬ 
mon to both the Hindu and Muslim masses, and Bengali, its 
vehicle, was the common language and literature of these masses. 
The great majority of the Muslim popiJation of Bengal, being 
converts from the lower classes of Hindu society, retained after 
their conversion their love for the cults and deities of the village, 
and continued to cultivate them with the same spontaneous delight 
with which their Hindu ancestors had done. These cults and 
deities were their racial heritage, and the essential part of their 
communal life in the village. Many of the cults were as old as 
time; some, such as the Sahaji}^, Krisna, and Nath cults, were 
the relics of primitive cults of sex and magic; others, such as the 
sun cult, had roots in primitive nature-worship and dim racial 
memory; while others again, such as the cult of ManasI, the 
tiger cult of Daksin Riy, and the cult of Siva the ploughman, 
refiecced rhe actual conditions of life and work in the ^lage. The 
differences which different religions impose on human beings 
vanish before the deep realities of communal life, and the lower 
sections of humanity have a natural tendency towards unity and 
uniformity. Until the disruption of Bengal’s village life in British 
times, the basic unity of her Hindu and Muslim popiiation was 
never disturbed. The unity arose out of racial oneness, comicon 
economic interest, and the communal life of the village. Even now 
it is usual for Hindus and Muslims of the villages to take part in 
one another’s social festivities, including those which are based on 
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religion. Such was the love of the Muslim population for these 
Hindu cults and duties that a considerable part of thdr literature 
was the work of Muslim poets. The basic unitf of the Hindu and 
Muslim masses also expressed itself in the attempts that were 
made at a synthesis of Hinduism and Islam. The work of many 
Hindu and Muslim poets of the Gauf and Nadip periods was 
inspired by the syntheds. 

The resurg;ence of Hinduism that began in the second half of 
the fifteenth century has often been wroi^ly regarded as a revival of 
Brahmanism. It was Brahmanic only in the limited and secondary 
aspect of the aihliation it secured for itself in the Brahmanic tradi¬ 
tion, and of the revival of classical learning it brought about. Its 
main driving power came from the laukik cults, and its essence was 
the self-assertion, after many centuries of subme^ed existence, of 
the fion-Biahmamc and non-Aryan masses and their culture. Dis¬ 
rupted and impoverished by foreign domination, the upper-class 
Hindu society of those days could only keep Itself alive by re¬ 
inforcing itself with the new masses who were then surging up 
and cUmouring for recognition. There was, besides, the danger of 
those masses going over to Islam, then the state religion, if Hindu 
society did not make them its own. The danger was all the greater 
because Islam, unlike Hinduism, was a proselytizing religion, and 
did not hesitate to use force to secure converts. It was therefore 
vitally necessary for Hinduism to relax its social rigidity and 
exclusiveness, and even abandon them, if it wished to keep its 
masses to itself. Thst is why many Brahmans and other upper- 
caste Hindus split away ^x>m their own class and aUied themselves 
with tile masses and their culture. That is the reason why 
between the fifteenth and the eighteenth centuries there were 
several mass movements within Hinduism for the removal of social 
inequality and for the unification of the people in a common brother- 
hood. Vaianavism was the greatest of these mass movements, and 
it was led by Chaitanya, a Brahman. In that age of great up¬ 
heaval, when a new humanity and a new culture were rising, the 
laigest and the most infiuential part of the leadership came from 
among the upper classes of the old order which was crumbling. 
By birth and acquirement leaders tike Chaitanya were among the 
best representatives of the old culture, and for that reason they 
were the best qualified to impr^nate the new culture with the 
higher consciousness of tiie old. The new had the vitality, but also 
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the crudity, of an emergent folk-culture, and it needed the direct¬ 
ing and refining infiuence of the old culture before it could yield 
ita finest fruit. That infiuence was provided by men likeChaitanya, 
and one of the happy results was the Vaisoava literature of the 
sixteenth and seventeenth centuriee. 

When afier the Muslim conquest Sanskrit ceased to be a living 
language, it came under the exclusive care of the pandit. It then 
became, like Latin In the exclusive care of the schoolman in 
medieval Europe, over-aophiaticated, hide-bound, sterile, and snob- 
biah. It lost couch with life and reality, and ploughed a lonely 
furrow in the barren fields of hyper-subtle scholasticism. It no 
longer fed on the Upanisads and the other pure screams of ancient 
Indian culture, but on the muddy and stagnant pools of the middle 
ages, All this was inevitable in view of the unfavourable circum¬ 
stances in the midst of which the pandit preserved the tradition of 
Sanskrit learning. But it was also inevitable that the modem spirit 
would rebel against the pedantry, rigidity, and obscurantism into 
which that tradition had degenerated in the pandit’s keeping, and 
would evolve a new classicism by rediscovering and rehabilitating 
the pristine sources of Hindu culture. Like the English Renais¬ 
sance, the Bengali Renaissance of the nineteenth century led the 
human spirit backward from the darkness of the medieval night 
to the light of the classical dawn, The ’Back to the Upanisads* 
movement of Rimmohan Ray* is an example of this. The history 
of Bengali literature in the nineteenth century may be studied as 
a fight between the conservatism of the pandit^ and the radicalism 
of the westernized writer. The ^ht is practically over now, and 
the pandit has got the worst of it. The disappearance of his 
infiuence is no more to be regretted than the disappearance of the 
father’s influence when the son comes of age. 

Of the two sources, classical and indigenous, from which Bengali 
literature has sprung, the first, which is the older, may be said to 
have supplied the body, and the second the spirit. Prom its earliest 
beginning until the nineteenth century Bengali lived a second¬ 
hand life on materials almost entirely derived from Sanskrit. But 
though it drew Its physical sustenance from the classical source, it 
remained easenrially indigenous in spirit. It hardly ever acquired 

' Se« p. )»?. 
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the adult and civilised consciousness, the high culture, and intel¬ 
lectuality of Sanskrit, As in the days of its origin, its essential 
spirit almost always remained dari; and mystical, semi-conscious 
and semi-articulate. It was religious rather than artistic, musical 
rather than poetic, sentimental and emotional rather than intel¬ 
lectual, communal rather than individual. It lived in the village, 
and was confined within the limited rai^ of ideas and experience 
of a rustic people. As ^ folk literature it no doubt possessed the 
simpUcity, freshness, and charm of its genre, and was able, at rare 
moments of intuitive experience, to have direct vision into the life 
of things. But its main bulk, relying almost entirely on the heart 
and the spirit and almost entirely devoid of objectivity and intel¬ 
lectuality, could only be banal and platitudinous. 

That was the unhappy legacy of the social and political dis¬ 
ruption in the midst of which Bengali grew up, and of the long 
medieval night in which it was bom and spent its youth. The 
medieval spirit affected it like infantile paralysis, and prevented it 
from taking from Sanskrit the best that Sanskrit could have given. 
The Sanskrit models that Bengali took for its Mahgal poems^ were 
the medieval Pux2nas, not the ancient epics, the RSm^f/xna and 
the MohahhSrata. Adaptation or translation into Bengali invariably 
roeant vulgarization and emasculation of the Sanskrit originals. 
The R&miyana and the MahShhSrata, for example, comparable 
to mighty rivers in their epic grandeur and richness, shrank into 
thin trickles of rustic piety in their Bengali versions. The most 
inferior aspects of San^t poetry—e.g. its exaggerated luscious¬ 
ness and sentimentality, its stereotyped manner and ideology, and 
the trickeries of its cliches and conceits^eem to have had the 
greatest appeal for Bengali poets. Hence the repetition ad nauseam 
of such jaded imageries from Sanskrit as the eye-bee of the lover 
flying to the lotus-face of the brioved, and his heart thirsting for 
her love as the bird chakor thirsts for the rays of the moon. The 
main reason why Bengali was unable to meet Sanskrit at the latter’s 
higher levels Is to be found in its religious character. Born in the 
service of the laukik cults It remained in their sendee up to the 
nineCeench century, and its main incentive was not literary but 
religious, if not sectarian; for the laukik cults had their own 
separate sects of followers, and their literature was exclusively 
concerned with their own ddties and saints, their own creeds and 

• Seepp. 3a-3. 
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doctrines. The dassicsl revival which nourished Bengali in its 
youth was primarily a religious, not a literary, movement. The 
resources of Sanskrit literature were explored primarily for the 
authoritative religious works which resurgent Hinduism needed. 
Literary considerations either pl^ed no part in the exploration, 
or were incidental to the religious and sectarian. That explains 
why the BhSgavaia-purana, an authoritative work of the Krisna 
cult, received the attention of imitators and translators, while the 
works of lUlidasa, the greatest Sanskrit poet, had no particular 
influence. 

At the present day Bengali no longer plays a subservient role to 
Sanskrit, but meets it as an equal and at its higher levels. This is 
an indication of the vitality and modernity it has acquired since It 
came under Western ioBucnce in the nineteenth century. The 
more modern-minded Bengali became under the stimulus of the 
West, the more did it purge itself of its medieval characteristics, 
and the nearer did it come to the pure founts of ancient Indian 
culture. This may be Illustrated by a comparison between ^m- 
prasad Sen and Babindranath Tagore, the greatest devotional 
poets before and after a.d. iSoo. Kamprasad was a worshipper 
of the goddess Kill, and owed his inspiration to medieval theology; 
while the religious poetry of Rabindranath was washed in the waters 
of the Upaoisads. Those two poets also illustrate the eclipse and 
the re-emergence of the great Sanskrit classics. lOlidlsa, for 
instance, was never sought by Ramprasad. or any of his con¬ 
temporaries and predecessors; but he was one of the influences on 
Rabindranath's lyric poetry. Rabindranath indeed addressed Kali- 
disa several times in verse, which shows that he went to him con¬ 
sciously and was aware of a spiritual closeness to him. This is only 
one of the many instances that might be given to show that the 
reUrionsbip between Bengali and Sanskrit has now been put on a 
proper literary basis. Sanskrit Is sdd the main source of religious 
inspiration, but our writers of to-day also go to it for purely 
literary reasons. This lately acquired freedom of the literary spirit 
has expanded the horizon of Bengali, and has enabled it to dis¬ 
criminate between the good and the bad in Sanskrit. The free¬ 
dom bore immediate fruit in the nineteenth century in the form 
of the first, and so hi the greatest, epic in our language. Had the 
Megfmad-va^ of Madhusudan Datta been written in a previous 
age it would have gone the way of all the other Bengali poems based 
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OD, or adapted from, the JiSmayana: it would have become a 
devotional, not a heroic, poem. In the past Bengali has derived 
many false standards and values from Sanskrit, and many Sanskrit 
works still enjoy an undeserved reputation in Bengal. It is to be 
hoped, therefore, that the freedom of the literary spirit will con¬ 
tinue to grow, and the relationship between Bengali and Sanskrit 
wiQ be freed of the still lingering traces of the religious influence. 
Only a virile classicism, untranunelled by religion and guided by 
modem literary standards, will enable Bengali to take the good that 
there is in Sanskrit and to reject the bad, 

The medieval night had already set in when Bengali was bom, 
and it did not end until the nineteenth century. For over a thousand 
years the Indian intellect slumbered, and produced no new thought 
or knowledge, no new system of science or philosophy. One 
naturally thinks in this connexion of the great and manifold achieve¬ 
ments of the European intellect, and the consequent improvement 
and raodemization of the standard of European life, in the four 
centuries following the Renaisaance. As life prospered in Europe, 
so did Eterature prosper too. In India, on the other hand, both 
life and literature remained stagnant, medieval, confined to a low 
level, and religion-ridden. The decline of the Indian intellect not 
only brought about the virtual diaappearance of the arts and the 
sciences; it also brought about a deterioration of the religious spirit. 

(The philosophical tradition of Ifrnduism practically died with 
Sankara in riie ninth century a,o., and the later religious life of 
India was almost exclusively dominated by the Vaisoava doctrine 
of Bhakti or devotion to a personal god. The older religious 
systems, such as the Vedic and the Buddhist, had rested on specula¬ 
tive and metaphysical he^ts attainable only by the cultured few; 
and their concepts—such as the Absolute of the Vedanta, the 
Nirvana of Buddhism, and the Advaica of Sahkara—were too 
abstract, neutral, and impersonal to satisfy the masses. Bhakti, on 
the other hand, satisfied the craving of the masses for an emotional 
religion by giving them a god with whom wartn and intimate com¬ 
munion as between one huroan being and another could be estab¬ 
lished. And for that reason it flourished. 

Besides developing its own individual character through Vaisna- 
vism, Bhakti infused its spirit into other cults and creeds, and 
finaJty absorbed them all. It flung its net wide over the current 
gods and goddesses irrespective of their age, standing, character, 
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or denominaCiOQ, and made them its own. Whether it was the 
aocienC and cUas i cal Visnu or the modem and indigenous Chandi; 
the beautiful Krisna, the spirit of love, or the ugly Kali, the spirit 
of destruction; the sublime Siva, the embodiment of a philoso¬ 
phic principle, or the ridiculoue Manaa, the rustic snake-goddess 
with broken hips and blind of one eye—the indiscriminate and 
overflowing heart of Bhakti made them aU into equal objects of 
adoration. Its all-pervasive god-making seal extended to Rim, 
the hero of an epic poem; to Sakti, an abstraction of Taatra 
philosophy; and even to the all too human, rational, sceptical 
Buddha. In its lower manifestations Bhakti rid itself altogether of 
the intellect, and merrily deified sticks and stones, animals, trees, 
and what not. To say all this is not to forget the important services 
Bhakti performed. It unified, however loosely, the various cults 
and creeds by emphasizing the spirit of religion above the form, 
and by providing the common denominator of devotion as the 
thing that really mattered in religious life. Mo leas important was 
its refbrmii^ infiuence, particularly on such cults as Tantra, Nath, p 
and Sahaji^. It removed their crudities, obscenities, and in¬ 
humanities, and it fought the looseness and lawlessness into which 
Jain and Buddhist free-thinking had sunk by demanding absolute 
obedience and selfless devotion to a personal god. What is more, 
it supplied the main stimulus to Bengali and some other Indian 
vernacular literatures up to the nineteenth century. Though it has 
all this to its credit, the point will still have to be made that it was 
an over-simplified and over-emotional religion-mad^easy move¬ 
ment. By its very nature it increased the sway of religion over a 
people whose low standard of life already made them prone to 
religion. In this it waa helped, though in^rectly, by the Muslim 
conquest The conquest introduced a period of Incessant warfare 
and ruthless oppression for which there is no parallel, even in the 
unhappy history of India, except in the days of the East India 
Company. Religion, especially of an emotional kind, is always the 
anodyne of a people in distress, and there can be no doubt that the 
Bhakti movement took greater hold as the country grew more 
wretched. 

Vaiscavism was the dominant religion after Buddhism, and its 
propagation by Chaitanya is in many ways one of the most glowing 
chapters In the history of Bengal. It spread with the dynamic ^ 
force of a great revivalist movement, and provided an eJEaent 
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organization for those masses of the population who had been left 
without a refuge since the disappearance of Buddhism. It would 
seem hard to speak critically of a religion which was a great pro¬ 
gressive force in its time, and which for sweetness and gentleness 
has few equals in the world; but Vaisnavism was one of the main 
influences responsible for the intellectual black-out, and the 
emasculation of national life, in pre-Bridah Bengal. This was due 
to its over-emotional nature, to the almost exclusive attention it 
paid to the life of love (prem) and devotion in preference 

to the life of thought (jnSn) and action (karma). In its cra^dng for 
union with a personal god it lived entirely absorbed in the emotion 
of love, and entirely preoccupied with how to intensify thst emotion 
to the utmost. With its elaborately designed cult of love, and its 
frenzied mass singing (kirttan) and dancing, it induced those states 
of mystical ecstasy and trance (hhdv-darS) in which the intellect is 
blotted out and the powers of action arc paralysed. Chaitanya’s 
biographers proudly relate how he tied up his Sanskrit books, 
never to reopen them, when he heard the call of the spirit. But 
then Chaitanya was a scholar and comparatively well off, and the 
call of the spirit was for that reason a different thing for him from 
what it was to the vast majority of his followers who lived in 
poverty and ignorance. Like many other religions before it Vaisna- 
vism made the mistake of trying to raise the spiritual level of a 
people without at the same time trying to raise their material and 
Intellectual level. Instead of helping its followers to improve the 
real world in which they lived, it enticed them away to an unreal 
world of iea own fabrication. In that unreal world Krisfia and 
RIdhS always made love in the tamOl grove by the Yamuna, the 
cowherds and the milkmaids always sang and danced urtder the 
kadanba blossom, and the human soul eternally sought the divine 
over-soul In mystical ecstasy. The effect was like that of strong 
wine on an empty stomach- For two centuries the Bei^i people 
. sang, danced, and passed o\3t in an ecstatic trance while the world 
around them remained sunk in Ignorance and misery. Vaisnavism 
had no sodal, economic, or any other consciousness except the 
erotic and the mystical, and the poetry it inspired was exclusively 
dominated by eroticism and mysticism. In its reaction against the 
arid formalism, and the hyper-subtle and futile Intellectualism, 
into which Brahmanism and Buddhism had degenerated, it went to 
the opposite extreme of vlitually disowning the intellect altogether. 
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Th€re was some respite from it in the nineteenth century, brought 
about by the ‘Back to the Upanisads' movement of Rimmohan 
RIy and the rational-secular influence of Western education. But 
its intoxicated spirit {^t%SituIirliprSn) reappeared before the century 
was over, when the newly awakened Interest in Bengal’s national 
heritage led to the revival, more enthutiastic than inforroed, of the 
old Vaisnava poets. Much of modem Bengali poetry is for that 
reason a reversion to the sentimentalism and emotionalism of those 
poets. This applies not only to the less important modern writers 
who knew no better models, but to the work of such major and 
westernized writers as Rabindranath Tagore and Chituranjan 
Dis. On Rabindranath the Vaisnava influence was limited to 
literary qualities, but on Chlttara^jan it was all-pervasive, includ¬ 
ing his adoption of the Vaisnava faith. The re-emergence of 
Vaisnavism and Bhakti shows how firmly they have embedded 
themselves in the national tradition, how subtly they have drugged 
the national consciousness- With their emotional abandon and 
mystical rapture they still provide the most insidious escape from 
the realities of life. 

In view of the unfavourable conditions of the age, it is not at all 
surprising that Bengali literature should have grown up with many 
defects and shortcomings. The important thing, however, is that 
it has «nce developed into what it is to-day. It is the premier 
modem Indian literature, and occupies a high place among the 
second-class literatures of the world. The vitality that enabled it 
to do that largely derives from its popular or^in. Although there 
were many writers in the Gaur and Nadi)^ periods who were 
patronized by royalty and the aristocracy, the literature itself always 
had its roots in the village and never acquired a chivalric or feudal 
consciousness- If, as the result, Bengali missed the wider outlook 
and the refinements of high life, it also escaped the moral degenera¬ 
tion that often goes with that life- It was undeveloped and un¬ 
cultivated, but not perverse or depraved. On the contrary, it had 
a fundamental simplicity and sincerity, unity and integrity. Because 
it was a literature of the people it had those reserves of power whit* 
came out under the stimulus of the West and made it what it is 
to-day. Its proletarian association was no doubt responsible for 
its crodity and its religious obsession, hut that association was also 
what made it so national. The stories of BipulS, Dhanapati, 
Kilketu, Lausen, and the like which formed a large part of its 
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repeitoire imtil the modem period were aU of native growth, not 
derived from Sanskrit or imported from outside Bengal. Those 
stories grew out of the common life like grass out of the common 
soil, and they lived in the mass memory, and on the Ups of popular 
minstrels, for a long time before they were written down. From 
the communal life, too, came the folk-tales, which never found 
their way into literature and have come down orally. 



CHAPTER 11 

GAUR PERIOD 


(i) Vp to the Fifteenth Century 


T he Piithis (manuscripts) in which the Bengali incunabula 
were preserved were generally of tulat or stained paper dressed 
with sulphate of arsenic. The average measurement of the sheets 
was 12 inches by 6 inches, and the wiitirig was paraUel to the 
longer edge of the page. A reed pen was used for writing. The 
outer covers were of wood, and were generally decorated with 
pictures or designs. The sheets and the covers were unsewn^ and 
were held together with one or two strings* It was customary to 
wrap up theput^i in a piece of cloth when it was not in use. 

As already stated, the majority of the eastern manu^pts are 
of the seventeenth and eighteenth centuries, and there is none 
older than the manuscripts of the Sri^KTisna^kirttttn (c. fift een th 
century) and the CharyB {c. twelfth century). 

The authorship of the incunabula rests entirely on tradition. 
Manuscripts were few, and the literature circulated orally, on the 
lips of minstrels, until printing was introduced at tbe end of the 
eighteenth century. The authors had the Indian custom of attach* 
ing their aamea to their works in the form of a Bhani^ or personal 
address. The Bhani^ (loosely translated as colophon) usually 
appeared as the concluding line or couplet of a poem, and in a long 
poem it appeared many times, concluding every section of the poem. 


Listen, brethren, listen with attendoo. 


Guiuxfij KhSn relates the death of Ksjpsa.’ 


As a rule the Bhani^ was short, and amounted to little more than 
the author’s stature, but sometimes, as in the RSmSyana of 
Krittit^ and in the Chandi poem of Mukundaram, it gave a fair 
amount of information about the author. It would, of course, be 
a mistake Co suppose that the BhanitS was always successful in 
safeguarding the purity of the text. Instances are not uncomzaon 
of imitators and interpolators passing off their work on a famous 
author by the simple device of inserting info their work a BhanitS 
bearing the ^mous author’s name. Kritti\^ and Chan^dls have 
had much spurious stuff foisted on them in this way. Additions 
' by CiuiArSj Khfin (i.e, Milidhar Vaau). 
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and alterations were also made, whether consdousJy or uncon¬ 
sciously, by the minstrels who sang or recited the poems, and by 
the scribes who copied the manuscripts. The communal character 
of the literature, and the consequent idea that it was common 
property, encouraged alteration and interpolation. Even so, the 
problems connected with the authorship and text of the Bengali 
incunabula are not so numerous or difficult as one would expect 
in the drcumstances. 

An account of Bengali literature should properly begin with the 
Oita Govmda of Jaya Deva, because, although Sanskrit, it has 
enjoyed great popularity and influence in Bengal. Jaya Deva 
flourished in the twelfth century a.c. An annual fair is still held 
in his honour in the village of Kendubilwa, on the bank of the 
river Ajay, where he was bom. The current legends about him 
and his wife Padmivad arc mostly untrustworthy, but it seems 
certain that he lived for some time in the temple of Jagannith in 
Puri. The Gita Govinda has been called the Indian Song of Songa 
—an apt description in many ways. It sings of the love of Kriana 
and RidhI with an intensity of physical passion, and with a wealth 
of sensuous imagery and verbal music, of which there are but few 
equals in the world. All the same it is a sick rose, sick with its own 
excess. 

We should not forget, however, that the Gita Gomnda was meant 
to be sung. The over-colouring that appears as a flaw in the poem 
would not, perhaps, appear so in the song; it would be redeemed 
by the music, and would even appear as the pre-requisite of the 
nwaic. As the poem was but the prelude to the song, and as the 
element of music removed it to a different level of consciousness. 

It would not be altogether fair to judge it by the standards of poetty 
alone. The same is generaUy true of all BengaU poems written 
before the nineteenth century. There is a certain impropriety in 
applying to them the standards of pure literature, because their 
poetry was accessory to the music and did not live a life of its ovm. 
This 18 particularly true of the poems which were devoted to reli¬ 
gious or scjm-religioos cults of a mystical nature. 

The musical and mystical character of Bengali literature fully 
appears m the fragment that is now generally believed to be its 
earliest extant specimen. The CharyS,^ a collection of short songs 

©f lwetftonau*.twisting deaeriprion 
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by Buddhist teachers {siddhSchSryas) of the SahajiyI cult, is in 
matrSvritta metre,' and it mentions the various modes in which 
the soi^ were meant to be simg. Designed to provide hints for 
the esoteric practice of SahajiyI, it uses a highly symbolic and 
mystical jargon {sandhyi bkSs^ whose inner meaning is always 
hidden to us, and whose outer sense, too, is rarely clear. The 
manuscript, recently discovered* in the state library of Nepal, bears 
evidence of the religious and cultural relations that existed between 
Ber^l and Nepal in the middle ages. The manuscript originally 
contained fifty-one songs, but only forty-seven have been pre¬ 
served, as the scribe omitted one and the pages containing three 
have been lost. From the Bhani^ that appear in the songs we 
know that the collection represents twenty-two authors of whom 
at least one was a woman. The Charya was discovered in the com¬ 
pany of three collections of songs in non-Bengali dialects and a 
Sanskrit commentary, and its language is now generally believed 
to represent the stage when Bengali Had just emerged from 
Migadhi Apabhramsa. The twelfth century is generally believed 
to be the date of the manuscript, and the eleventh century— 
between a.d. 950 and 1100 to be more precise—as the probable 
date of composition of the songs. ^ Some of the songs are echoed 
in Sri-Krisna-kirttan, but the Charya has no literary pretension; 
its sole interest is historical and linguistic, It Is the only extant 
work which on the evidence of both subject-matter and language 
can be placed in the Buddhist age prior to the Muslim conquest. 

There are other works, via. 0 Kkan&r Vachan, Garaksa- 
vjay. Mina-chitan, Maynamatir GSn, and Simya-pur&n^ whose 
content suggests their possible origin In the same Buddhist age 
which saw the CkaryQ. But as the language in which they are pre¬ 
served is not older than the seventeenth century, they will be 
noticed in the later chapters. An exception will be made, however, 
of 9 KhanSr Vachan. because of its singular character. It is a 
collection of aphoristic sayings about the cultivation of crops, 
house-building, tree-planting, characteristics of women, the twelve 
months of the year {ysramSsi), and other topics of interest to a 
primitive people at home and on the fields. Many of the sayings 

' BsMd 00 mOirS (noro) or weisht of tbe sylkble. 

* By Hanpmld SiKr: who edited It undtf the title Bouddha Gdn 0 DoAd. 

* See Sunlti Kumar Chanede«, Ongin and DnelopTWit of th* BtugaU 
Language. 
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have become household proverbs, and some are delightful in their 
quaintness and naiveU. 

The woman who ties her hsir loose; who throws sway water so that 
she may go out to fetch it from the pond; who ftequeatly looks over her 
shoulders as she goes, and casts furtive glances at passers-by; who slogs 
while lighting the evening lamp i^^uch a woman should not be kept 
in the house. 

The words psA and KhanS mean wisdom or a vdse person, and 
psker Vaekan and KfumSr Vachan should be interpreted as Say¬ 
ings of the Wise. Current legends attributing the sayings to a real 
man named Dak and a real woman named Khang should be un¬ 
hesitatingly discredited. Caution should also be exercised about 
ascribing the sayings to the Buddhist age. Some of the sayings 
show a vague Buddhist mhuence in their sceptical character, but 
their language, if it ever was old, has become modernized on the 
lips of many generations. In thdr present form the sayings are no 
older than the eighteenth century. 

AfCer the CharyS there is no definite evidence of any literature 
for four hundred years. There are vague references to a few 
audiora,* but no trace of their wodc remains. This does not mean, 
however, that those years were aJt^ether barren. On the contrary, 
there are reasons to believe that the same Buddhist age which saw 
the CharyS also saw the nucleus, if nothing more, of some other 
literature: the nucleus, In particular, of the poems of the Maoa^, 
Chan^i, Dbarma, and Nath cults. Of those poems themselves 
there is no definite evidence before the fifteenth century, but we 
can be sure that the fables which form their subject-matter had 
their origin in the same Buddhist age as the cults. An un&Uing 
characteristic of the laukik cults is that each had a fable to glorify 
Its duty, and the recital of that fable formed an essential part of its 
ritual. The same characteristie is found In the Vratas (minor cults 
of a domestic nature) of the present day; they too have fables^ which 
are duly recited as part of the ritual. As the Lsuiuk cults were 
originally prevalent among the lower classes of the population, 
their fables would at first circulate orally on the lips of village 
priests, minstrels, and story-tellers. Only after a long time, when 
the cults had spread among the upper classes, would the fables 
receive the attention of poets with sufficient ability to put them into 
literary form. Even then the manuscripts of this of literature, 

* * e.g. Kini Handatta, ’ Called Vraia-kaJta, 
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composed in the vernacular tongue and mainly intended for the 
lower classes, would be liable to perish for lack of care. This would 
explain, at least partly, the apparent barrenness of the four hundred 
years prior to the fifteenth century. But the suggestion is being 
put forward here that literature continued all the while to circulate 
orally and to be stored up in the communal memory. So tenacious 
indeed was that memory, and so widely did the cults spread over 
the country, that when the fables appear in literary form from the 
fifteenth century onwards, they are found already to have acquired 
the character and dimension of national legends. 

In those four hundred years poetry was not only developing its 
content; it was also evolving a standard metrical measure. This 
was the Payar, the heroic couplet of Bengali poetry, and its princi* 
pai medium imtil the nineteenth century. When poetry reappears 
—properly begins, to be more correct—with Kritti\ite’8 I^frufyana, 
the Pa^ is found to have already established itself. Its silent and 
xmhesitating acceptance by Kritti^s, as if it tvas something old and 
authorbed by tradition, suggests that there were poets b^ore him 
who had used It, though their work has been lost to us. It will be 
remembered that there was a period of anarchy and devastation 
following the Muslim conquest. 

Peace returned to Bengal in the middle of the fourteenth century, 
when Elias Khan became sultan. From the fifteenth century on¬ 
wards conditions became favourable for literature to revive and 
to fiow in a continuous stream. The three hundred years that had 
elapsed since the Muslim conquest produced a change in the atti¬ 
tude of the Muslim rulers. They no longer regarded themselves 
as alien invaders, but as permanent dwellers in the land, and some 
of them took an interest in the literature and culture of the people 
they ruled. Several instances are known of the patronage of Bengali 
poets by the Muslim royalty and nobility of the late fifteenth and 
the early sixteenth centuries.^ The patronage was the outcome of 
genuine interest, and not merely a matter of state policy. 

^ Id (he fiftecAih century MSUdher Vmu wa* petroaued by Sultan Ruknud- 
din Blrbah Sh&h; and Vijay Gupta, Vlpndls Piplai, and YasMSj Kh&n by 
Sulim Husseio Shah. In tbe aoMenth ceatuiy Sulun Nearat Shih pacroniacd 
KaviraA>an, and AUuddin PhiAia SUh (Naa^a ion) patjoiused Sridhar (to 
write ha Vufyd^Swtdar): Paxfigal Khla, Ibe governor of ChlRagong, pacroniaed 
Kjvuidra (to write hia ; aad Chhuci Khlo CParagaVa eon) patronised 

Srikarm Nandwi (m translate Ae Aawamedbe canto of the All 

these poeta eccepi Yaeorij KhiA were Hindu, and all of them wrote on Hindu 
thetaea. 
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The revived literature Ml from the outset into three broad 
divisions which persisted until the end of the Nadiya period. The 
first division consisted of translations of Sanskrit works> most 
notably of the RbnSyana, Maksbh&raia, and the Bh 2 ga 9 }ata^ 
purana. The translations had great educative and ethical ml!uence» 
and were the main channel through which the literary and lin¬ 
guistic resources of Sanskrit flowed Into Bengali. Their largest crop 
was in the eighteenth century, and their greatest examples are the 
RSmayana of Kiicti\^ and the MahShhSfata of Kasimm Dis. 
The second division, larger than the first, consisted of the Vaisnava 
literature. It subdivided itself into several groups which will be 
noticed later. The devotional and love-songs known as the Vaisnava 
Pads are among the most beautiful things in our literature to the 
present day. llie third division, the largest of the three, consisted 
of the narrative and other poems arising out of the loijkik cults. 
The narrative poems, generally known as the Mangal or Vijiy 
Kavya, Imitated some features of the Sanskrit Mahikivya, but 
were closely modelled on the Sanskrit Puranas, and they some¬ 
times even called themselves Punnas. They absorbed a mass of 
local folk-lore snd legend, and are among the best guides we have 
to the social condition of Bengal prior to the nineteenth century. 
We have already said that some Buddhist deities, perverted and 
transformed by the popular mind, reappeared as hiukik deities in 
the days when Buddhism was in decline. Manaaa, for instance, 
was the Buddhist TaritS, Chandl was the Buddhist Bajra Tira, 
and Dhama was the Buddha himself. These and other laukik 
deities were originally worshipped by the lower classes, but in 
course of they gained followers in the upper ranks of society. 

The literature had a strong religious, even a sectarian, character, 
and was obviously designed to spread the doctrines of the parti¬ 
cular sects. The VaUnavas of Bengal carried on the tradition of 
acUve propaganda for which their sect was noted through the ages, 
and wrote about their own deities and saints, and on their own 
aesthetics and theology. The literature of the iauhik cults, too, 
was entirely concerned with the description of their own ritual* 
and with the glorification of their own saints and deities. The 
glorification of the saints and deities was the particular function 
of the Mangai or Vijay poema, and it took the form of relating 
fables which demonstrated the prowess of the saints and deides. 

' A* in Th« Svnya-^urin. 
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As Is to be expected ia this class of literature, the demonstration 
had all the naivet 4 and crudity, the blauncy and ruthlessneas, with 
which primitive religions propagandize themselves. Minanath, 
Goraksaoath, and Haripa, the principal saints of the Nath cult, 
wore represented as omniscient and omnipresent, and altogether 
more powerful than the gods in heaven. Tliey were endowed with 
occult powers, and they did the most fantastic things. The lauJak 
deidca were represented as rewarding with prosperity the men and 
women who followed them, and as punishing with adversity the 
men and women who did not follow them. The Mana^ poems 
tell us how Manasa rewarded Bipula who worshipped her, and 
punished Chid who refused to worship her. Chid was the fbUower 
of a rival deity, and was subjected by Manasa to the most severe 
afflictions. In the Chandi poems Chandi rewarded her votary 
IQlkeru, and punished Dhanapati who worshipped a rival deity. 
Dhanapad’s afflictions were great, though not so great as Chid’s. 
Lausen, the hero of the Dharma poems, prospered by the grace of 
Dhaima, and vanquished IthhSi Ghos, the foUower d a tivii deity. 
Other instances could be given of the cruelty and kindness which 
the deities employed to get men and women to follow them. 
They smote down all opposition, however strong, and were always 
victorious in the end. That is why the poems wluch glorihed them 
proudly called themselves by the title of Vljay I^vya or victory 
poems. The victory these deities gained was usually twofold: over 
a disobedient human, and over a rival deity worshipped by that 
human. As a meana of further propaganda among their simple- 
minded audience the poems called themselves Mahgal Kavya, or 
poema which conferr^ beneht on the people who heard them 
recited. The title Vijay referred to the cruelty with which the 
deities conquered their adversanes, and the dtle Mahgal referred 
to the kindness with which they rewarded their votaries.* 

It has been already said that prior to the nineteenth century 
Bei^ali poems were meant to be sung. When old Bengali poets 
refer to their works as songs, as they very often do, they mean to 
be understood literally. Short poems, such as the Vaisnava Pads, 
were songs in the fuUest sense, and were meant to be sung accord¬ 
ing to the regular musical modes. Quite often the author himself 

* It ift someames erroneously supposed thst the Vijsy and Maiigal Kivya sn 
two differeat types. The aame poem ia often mdiseriminsrely caltsd by both dte 
titles ia old manuscripts. 
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The revived literature feU from the outset into three broad 
divisions which persisted until the end of the Nadi^ period. The 
first division consisted of translations of Sanskrit woiks, most 
notably of the RamSyam, MahSbhSraia, and the Bha^awUa- 
puTona. The translations had great educative and ethical influence, 
and were the main channel through the literary and lin> 

guistic resources of Sanskrit flowed into Bengali. Their largest crop 
was in the eighteenth century, and their greatest examples are the 
RSmayana of Krictit^ and the MahShhSrata of Kasirim Dis. 
The second division, larger the first, consisted of the Vaisnava 
literature. It subdivided itself into several groups which will be 
noticed later. The devotional and love-songs known as the Vaisnava 
Pads are among the most beautiful things in our literature to the 
present day. The third division, the largest of the three, consisted 
of the narrative and other poems arising out of the laukik cults. 
The narrative poems, generally known as the Mangal or Vijay 
Kivya, imitated some features of the Sanskrit Mahikavya. but 
were closely modelled on the Sanskrit Pu^nas, and they some¬ 
times even called themselves PurSnas. They absorbed a mass of 
local folk-bre and legend, and are among the best guides we have 
to the social condition of Bengal prior to the nineteenth century. 
We have already said that some Buddhist deitiea, perverted and 
transformed by the popular mind, reappeared as laukik deities In 
the when Buddhism was in decline. ManasI, for instance, 
was the Buddhist TaritS, Chandi was the Buddhist Bajra Tam, 
and Dharma was the Buddha himself. These and other laufak 
deities were originally woiahipped by the lower classes, but in 
course of time they gained followers in the upper ranks of society. 

The literature had a stroi^ reli^ous, even a sectarian, character, 
and was obviously designed to spread tiie doctrines of the parti¬ 
cular sects. The Vaisnavas of Bengal carried on the tradition of 
active propaganda for which their sect was noted through the ages, 
and wrote about their own deities and saints, and on their own 
aesthetics and theology. The literature of the lauktk cults, too, 
was entirely concerned with the description of their own ritual* 
and with the glorification of their own saints and deititt. The 
glorification of the saints and deities was the particular function 
of the Mahgal or Vijay poems, and it took the form of reUcing 
fables which demonstrated the prowess of the saints and deities. 

' As in the Simya-purdn. 
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As U to b« expected in thb class of UteraCure, the demonstration 
had all the nedveti and audity» the blatancy and ruthlessness^ with 
v/hicb primitive religions propagandize themselves. MiiiaDlth> 
Goraksanlth, and HitipS, the principal saints of the Nith cult, 
were represented as omniscient and omaipresent, and altogether 
more powerful than the gods in heaven. They were endowed with 
occult powers* and they did the most fantastic things. The laukik 
deities were represented as rewarding with prosperity the men and 
women who followed them, and as punishing with adversity the 
men and women who did not follow them. The ManasS poems 
tell us how ManasS rewarded Bipula who worshipped her, and 
punished Ch&d who refused to worship her. Chid was the foUower 
of a rival deity, and was subjected by Manasi to the most severe 
afflictions. In the Chandi poems Chandi rewarded her votary 
Kalketu, and punished Dhanapati who worshipped a rival deity. 
Dhanapati's afflictions were great, though not so great as Chid's. 
Liusen, the hero of the Dharma poems, prospered by the grace of 
Dharma, and vanquished Ichl^ Ghos, the follower of a rival deity. 
Other instances could be given of the cruelty and kindness which 
the laukik deities employed to get men and women to follow them. 
They smote down ail opposition, however strong, snd were always 
victorious in the end. That is why the poems which glorified them 
proudly called themselves by the title of Vijay Kavya or victory 
poems. The victory these deities gained was usually twofold: over 
a disobedient human, and over a rival deity worshipped by that 
human. As a means of further propaganda among their simple- 
minded audience the poems called themaelves Mahgal Kavya, or 
poems which conferred benefit on the people who heard them 
rented. The title Vijay referred to the cruelty with which the 
deities conquered their adversaries, and the title Mafigal referred 
to the kindness with which they rewarded thur votaries. ‘ 

It has been already said that prior to the nineteenth century 
Bengali poems were meant to be sung. When old Bengali poets 
refer to their works as songs* as they very often do, they mean to 
be understood literally. Short poems, such as the Vaisnava Pads* 
were songs in the fullest sense, and were meant to be sung accord¬ 
ing to the regular musical inodes. Quite often the author himself 

' U it aometimea erron«ouflly Avppo««d that the Vijiy and MaSgtl Kivya ire 
cwp different typn. The seme poem is oftea indltcriminately called by both die 
tUlea m old menuMripta. 
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prescribed the modes. Long poems, such as the Mahgal poems, 
were composed as pSl&s or pieces for semi-musical and semi- 
dramatic performance. The words were delivered in recitative 
music interspersed with dramatic and dancing movements, and 
accompanied by musical instruments such as the mridang and the 
manehrS. The professional and mendicant minstrels, known as the 
Maiigal-gSyaA and yugt, who gave these performances, sometimes 
perfonned singly, but most often in bands. The gfy^n or leader 
of the bsnd was the soloist, and his assistants, known as the doSr 
or juri, were the chorus. For recitals of Mahgal poems it was 
customary for the leader of the band to have a crown on his head, 
an ektiira or some other musical instrument in bis hand, and bells 
{nupur) on his ankles. The recital generally lasted longer than one 
day or night; the Chan^ poems were written in eight parts, and 
were sung in eight days or nights. > The name Panchali or PIchali 
by which the long poems were often called possibly onglnated 
from the pafkhaiiks or marionette shows which in ancient times 
accompanied their recital. Mention should also be made here of 
the Kathak, or professional stoiy-teller, who in the past was almost 
as important a social figure in the villages and towns as the priest. 
The fables from the Puranas and other ancient literature with which 
he entertained and instructed his audience by the evening lamp 
were recited in a semi-musical, chanting manner. 

(ii) Fifteenth and Sixteenth Centuries 
Vtry few books have become such an essential part of the life 
of a people as has the FSmSyana of KrittivSs Ojhi. Its influence 
and popularity have been such aa would justify its being called the 
Bible of the people of Bengal. There is no home in that country 
which does not possess a copy of it, no man or woman who does 
not know some of its verses by heart. This is partly due to the 
greatness of the original and to the almost religious 

reverence in which it is held by the Hindus, but more to the sweet 
simplicity and charm with which Kritti\dU retold it in his mother 
tongue. A translation of the great classical epic in a language so 
little developed as was Bengali in Krictit^'s time was in itself a 
courageous undertaking; anditwaa all the more courageous because 
of the prevailing conservatism which frowned upon such under¬ 
takings. The Sanskrit FSmayana and Pumnas were universally 

' Tbst ii why they were eaUed asfa-nuiAfeJe, 
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reg^ded a sacred, and their purity was 2ea!ousIy g;uarded by the 
classicist priest-pandit, To translate them into the vernacular 
languages amounted to profanation in the priest-pandit's eyes, and 
he had even imposed an unofficial ban’ on such translations. But 
Krittiras, though himself a Brahman pandit, hung aside those 
inhibitions with the courage o£ a pioneer and an innovator. His 
work is more than the hrsc, and ao far the best, RSmayana in 
Bengali verse; it is the herald of the great classical renaissance 
which in the fifteenth and sixteenth centuries poured the treasures 
of ancient Sanskrit literature in a golden shower over Bengal. What 
is of greater importance, it ts the foundation stone of Bengali litera¬ 
ture. Krittivas was primarily interested in the ethical rather than 
the literary value of his work, but he is nevertheless the father of 
Bengali poetry. 

Considering how little we know of the life of early Bengali 
writers, we cannot be too grateful to Krittit^s for the account he 
has left of himself in the Bhanita of his poem. He was bom in the 
tillage of PhuliyS on the Ganges, where an ancestor named Nara- 
simha DjhS had migrated from east Bengal. His father’s name was 
Vanamali, his mother’s Malini, and he had five brothers and a step¬ 
sister. After finishing his education he went to Gaup to gain 
recognition in the royal court, and there he composed five verses 
which he sent to the kir^ by the officer at the palace gale. On 
being brought before the ki^—and Kritti>^s does not forget to 
describe the palace and the court—he greeted him with seven 
more verses. The king immediately recognized Krittivis as a 
scholar and a poet, garlanded him, and promised* to grant him any 
reward asked fot. But the proud Brahman cared for honour alone, 
and would not accept a gift from anyone. The king was all the 
more pleased, and ordered Kiitti\^3 to compose the RSm^ana in 
Bengali. The poet was as happy and proud as a child, 

When I came out [of the palace] people came running to see me, 
thinking that I was a wonderful man. .., They cried in joy: Blessed 
are you, O scholar of PhuliyS. As VSlmiJti Is lauded among the sages,» 
are you among the scholars. 

Krittivas does not mention the king’s name, but his description of 
the palace and the court makes it certain that the king was a 
Hindu. This points to Ganes, who was the only Hindu kii^ of 
Gaup in the fifteenth century, and who ruled from c. 1409 to 1414, 

‘ See p. 14 . 
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Krittivas vras bom towards th€ end of the fourteenth cenrury, 
probably in 1380.’ 

Krittivas did not set out co nuke a literal translation of the 
Sanskrit RSm&yana, but to retell its main story in his own way. 
His worit was not intended for the learned, who, knowing Sanskrit, 
would have preferred in any case to read the original It was 
intended for the common people, and it has all the engaging 
qualities of first-rate folk literature. The grand style of 
epic is beyond its reach, nor is it faithful to its original in respect 
of incident and character. Original incidents have been freely 
omitted and modified, and new incidents, in all probability derived 
from Bengali folk-lore, have been freely interpolated. The charac¬ 
ters represent the popular, even the rustic, ideals of Krittivis's 
Bengal, with little or nothing of their original heroic spirit. Apart 
from the persistence of the main outlines of the original story, 
Krittivas's work is his own. Just as the classical Greek and Latin 
epics underwent physical and spiritual changes in the romantic 
versions of medieval Europe, so did the classical Sanskrit epics 
undergo physical and spiritual changes In the vernacular languages 
of India. Instances of the main changes introduced by Krittivas 
and other translators of the RSmSyana will be given later. ^ An 
important reason for thus putting Kritdvis in the company of the 
later translators Is that his work has not come down to us m its 
original purity. Its great popularity made it common property, 
and in its present form it contains much that is the work of inter¬ 
polators. The genuine and the spurious, the original and the 
interpolation, have become inseparably fused in the course of five 
centuries. The language, too, has altered and become almost 
modem. 

Krittivas used the Pay Sr, which henceforth remained the standard 
verse-form until the nineteenth century. The Payar—perhaps its 
original name was Padachsr—is a rhyming couplet with four feet 
in each line. It is based on mStrS (mora), the first three feet having 

' Thi 4 dan >» derived from oelculationi bised 00 Krirtivb's pedigree. Bur 
it ooofilcrt vddi hie own stetement ixi the Bhanlti ther be wu bom oo a Sunday 
which was elao che fifth day of the oew irtooa eod the Ue( day of tbe moaih ^ 
Msgh ; A^iyObdr trip^cHom puma pulgk mit, only dey that tnawere that 

deecripdon ia the iitb of February 144a, But 144s w the year of Krirov|i*e 
birth would rule out Ganee aa hb royal patron. It has therefore been suagested 
that in the manuscript where the statefnent occurs pumo migh mds (lest day of 
the month of Migh) is a mistake for ptPtya migh mir(auspicious month of 

* Seep. 75 . 
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four mStras each and the last foot having two mSir&s. The meial 
caesura falls after the second foot, and the lines are end-stopped. 

Among the Sanskrit Pu^nas the Bkagavata comes next to the 
BamSyana and the MahShhSraUi in popularity and influence. It 
is the gospel of the Vaisnavas, and the story it tells of Krisna, the 
god of love, has been the primal source of inspiration of Indian 
love-poetry since the Middle Ages. Generations of Vaisnavas and 
non-Vaisnavas alike have taken delight in the incidents of Krisna's 
early life as a cowherd in Vrindavan. Even to-day there is nothing 
sweeter to the Indian heart than such images as Krisna playir^ 
the flute by the waters of the Yamuna, Krisna playing games with 
his friends in the fields and woods, and Krisna making love to the 
milkmaids in the kadamba groves, No other province of India took 
Krisna so close to its heart, or produced such beautiful poetry 
about him, as Bengal did. It is therefore only to be expect^ that 
in the classical renaissance of the period under review the Bhagavata 
should have been the Pumnt which received the most attention 
from the Bengali translators. The earEest of these translators was 
MaUdhar Vasu, a native of KuUngram near Burdwan, and a high 
ofHcial under the Sultan Ruknuddin Barbak Shah, by whom he 
was decorated with the title of Guna^j IChan. 

Ma^dhar’s Sn^Krisna-vijay is inspired throughout by ardent 
religious feeling. Chaitanya knew it, and praised it to Mlladhar's 
son. It has some passages of charming sweetness, as for instance 
the following excerpt from the account of Krisna^s early life. 

In the morning Krisna sod his brother lead the cattle to the bank of 
the YamunS. The cowherds follow, sounding their horns and driving 
the cattle before them. Assembling by the river they sport in the water. 
Here the young monkeys leap merrily [on the trees], and Krisna and his 
mates leap Eke them. Here the peaco^ dance, and Krisna dances Eke 
them. When the kokd {a bir^ criee, Krisna and his brother cry with it 
As the birds fly in the sky, Krisna and his brother pursue thrir shadows 
oa the earth. 

Milidhar’a poora is a free version of the BkSgavata as KHreivas’s 
poem is a free version of the RSmSyana. It jusdfles its title of a 
Vijay poem In so far as it represents Krisna as smiting down his 
adversary Kamea, and as performing other feats of heroism. But 
it emphasizes Krisna the lover far above Krisna the hero, further 
indeed than the BhSgavata does. In that emphasis we see the 
beginning of that spiritualizing process which will be completed 
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by the later Vaisnavas o£ Bengal. As a result Krisna will be 
entirely divested of his heroic character, and will be transformed 
into a pure figure of love. Consistent with that process is rhe 
appearance of lUdhI as Krisna's beloved in MUldhar’s poem. 
Ridhi is not found in the BhSgavata, and was introduce by 
Maladhar from other sources (such as the Gita Gowuia). From 
now on lUdha will be a permanent figure in the Krisna literature 
of Bengal, and she will ultimately play an even more important 
part than her consort. The later Vaisnavas wi)l make her the 
symbol of the perfect lover, and of the human spirit craving for 
union with the divine. They will adorn her with the choicest 
blossoms of their spirit in pursuance of their idea that woman’s 
capacity for love is greater than man’s, and the perfection of love 
is best attainable through the physical and emotional experiences 
of woman. To seek God with the wholeness of body, mind, and 
soul with which Radha seeks Krisna is the essence of the later 
VaisnavUm. 

Besides being the first work on the Krisna cult, Sri-Krisna^ 
vgay is of further historical interest as the first work to bear the 
date of its composition. The author states in the Bhamd that the 
poem was begun in 1473 and finished in 1480. 

In both literary and linguistic interest the Sri~Krisrui-Jiirzian 
by Bafu Chan^idis ranks above all other works of this period. It 
has been preserved in a language which is the author’s own or very 
nearly so, and its content, too, is 0/ original or near-original purity. 
The manuscript is a recent discovery, and the title by which the 
poem is now known was invented by the discoverer.’ The first, 
last, and some other pages of the manuscript are lacking, and the 
writing bears evidence of three hands belonging to different times. 
Expert linguist and epigraphist opinion regarding the date of the 
manuscript has varied between the fourteenth and the fifteenth 
ccnruries, and we have accepted the latter as being the safer. That 
also gives the fifteenth century as the latest date when the author 
could have flourished, and we have placed him in the fifteenth 
century to be on the safe side again. 

The discovery of Sri-Krisna-kirttan has thrown new bght on 
the authorship of a large number of Vaisnava Pads (short songs) 
bearing the name of Chandit^s in their Bhanirils. In spite of their 

’ VSsantaitf^l&n 3 Uy, who diKOverod th« i&aAUcenpC in cb« viliigo of 
Kildnyi in Buikiira dittrict b 1909 snd edJied h in 19:6. 
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widely varying quality those Pads were believed in the eighteenth 
and nineteenth centuries to be by a single author. But it now 
seems fairly certain that there were two, and possibly more, authors 
bearing the name of Chandidis. The discovery of Sri-Krisna- 
kirtian revealed that some of those Pads originally fonned part of 
that poem, and were, therefore, by the same Chan^idSs who wrote 
it. This Chan^das flourished before Chaitanya, and described 
himself in the Bhanitas of SH^KrUna-kirttan as Bafu, and as a 
worshipper of the goddess Basali.^ He is also tbe CbanqlidSs who 
met Vid)^pati, if we assume chat the tradition that exists about 
the meeting of those two poets refers to the Maichili poet Vidya- 
pad.‘ Be that as it may, there can be no doubt that this B^ 
Cban^dls is the Chandidas whose work was well known in 
Chaitaoya's time* and to CbaiCanya himself.* There is, however, 
a difliadty about hU name as it appears in the Bhani^ of iSn- 
Krisna-kirttAn. The name generally appears as Baru Chandidis, 
but on a few occasions it also appears as Ananca Bapr Chandidis. 
Ananta does not at all fit in with the rest of the name, and no 
satisfactory explanation can be given of its presence.* There is also 
some difference of opinion about the meaning of the word Bafu.^ 
The problem of the authorship of the ocher Pads is complicated 
by the varying names—Adi Chandidas, Kavi Chandlt^U, Dwija 
Chandidis, and Dina Chandi^s—that appear in their Bhani^s. 
Some think that the epithets Sdi (orig;inal), kavi (poet), dmja 
(brahman), and dina (humble) are but the different ways in which 
the same poet—viz. the original Ba^u ChandldSs, the author of 
Sri'KnsnQ^kiTttan —has described himself. This view gives us 

' Another name for tbe gCNideu Chtadi. 

* Some suppose that the mdUiwi refers to the Bengali poet Kavinfijso who 
was known ae the minor Vidyipsti. See p. eo. 

* Sanitan Goswimi. one of Chaicanya** principal dlKiplea, refers to Sri- 
Krittta‘)drtum in his commentazy on the BhAgavata. 

* Kzisoadis Kavirij aaya io CkaiuutyA^OutriiAnrita that the songs of Vidyfl* 
pad, Chandidis, and Jaya Dava used to delight Chahanya. 

Vidyipati chandidie sngitgovinda 
Ei tin gite karCy prabbur inuids. 

' The following suggestions have been made: (o) that Ananta was the real 
name of the poet who called hvnaelf by the name of Cbandidis. because be was a 
werehipper of Chandi: that Ananta ia the interpolatioa of bis own name by 
the scribe who wrote the maauseript; and (e) that Ananta U the mterpolstlon of 
hla own oame by tbe rmnstrel who recited the poem. 

* Bare was interpreted by the discoverer of ehe maniucript as aeaior, elder; 
but it has abo beee interpreted as unmarried, celibate {hrahmaebAn). 
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one poet who described hhnself in five ways. Othen take the 
opposite view that the difierent epithets denote difieient authors. 
This view gives us five authors with the name of There 

is yet a third view which limits the number of authors to two: viz. 
Bafu ChandidSe and Dina Chandidas. This now seems to be the 
generally accepted view. Dina Cbandidls is supposed to have 
lived in the post'Chaitanya age, and to have been the author of 
the majority of the Pads. His major work is a long poem on the 
childhood {bSfyaUUi) of the god Krisna. It is further supposed 
that the tradition about the meeting of Chandidls and Vid^pati 
does not refer to a meeting of Bapu Chandidls and the Maitbili 
poet Vidj^pati, but to a meeting of Dina Chandid^ and the 
Bengali poet Kaviranjan,' who was known as the minor Vidyapati. 
The ChandicUs problem is still under investigation, but it is doubt¬ 
ful whether all its aspects will ever be fully solved, and whether 
the canon of even Baru Chandidas and Dina Chandidas will ever 
be finally determined. Speculation will do its best, but in the end 
Chandidas will always remain a composite name, a symbol of the 
communal authorship of the Pads that bear it. 

Many stories are current about Chandidas, but it is difficult Co 
say whether they are true and, if so, to which Chandidas they 
refer. Two villages have claimed to be his birthplace; Nannur in 
Biibhum district, and Chhatr^ near Bankura. He is said to have 
been a Brahman, and to have courted social ostracism rather than 
give up a washerwoman with whom he was in love. Tradition 
varies ^out the washerwoman’s name, calling her Tarl, PimtSra, 
and, most often, lUmi. The love^Iegend is as highly coloured as 
it is widely current, and has found expression in many poems in 
which Chandidas pours forth his heart to Plmi. There are also 
poems in which Rami pours forth her heart to Chandidas, though 
it is difficult to believe that they were really written by that good 
lady. Even more highly coloured than the love-legend are the 
legends regarding the manner of Chandidls's death. It is said that 
the begum of a nawab of Gauf fell in love \rith Chandidls, and 
used to follow him about wherever he gave his musical recitals. 
The jealous husband blew up the house in which a recital was 
being given. According to another account Chandidas was tied 
to the back of an elephant by order of the nawab, paraded through 
the streets, and lashed to death. 

’ Of Srikhia^ii oew Burdwaa. See p. 47, 
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There are many episodes in Sri-Krism-kiritan which are not 
found in the classical sources of Krisrta*s life» such as the Vimu- 
purana, Harwatraa, and Bhagavaia, and were most likely derived 
from local folk-lore. The poem, i.e. as much of it as has been 
discovered, is a long Vijay Kavya in thirteen cantos, and its story 
is (hat of Krisns’s conquest of Kadha. Krisna overcomes 

!Radha*3 resistance, and exacts love from her, with the same ruth¬ 
lessness as that with which a typical deity of the Vijay Kavya 
exacts devotion from a disobedient human who worships a rival 
deity. He 1 $ utterly unscrupulous, and seduces I^dlu with all the 
cunning and crudity of a village lout. The poem disarms criticism 
with the primitive rusticity of the life it depicts, and with the 
frankness and unselfconsciousness of its sensuality. AI! the same, 
it has passages and episodes which appear disagreeable even after 
due allowance has been made for the different manners and morals 
of a bygone age. Bamyi, Jladhl’s old grandmother, who acta as 
Krisna's agent, would be an unattractive character in any society 
at any time. But the faults of the poem are redeemed by Ridha's 
character. As a young girl awaking to womanhood, she is a 
remarkable creation for that age. She retains her naturalness and 
integrity throughout the poem, both in the earlier parts where she 
resists ICrisna's overtures, and in the later parts where, after he 
has taken her, she loves him with her whole body and soul 

Grandmother, who is playing the 6ute by the bank of the Kalindi 
[Vamurd] ? 

Who is playing the Hute in the pasture-Helda i 

The mu^ upsets my body, and it spoils my cooking. 

Whoever is playing the flute, whoever he be, I shall be his slave, ! 
shall offer myself at his feet 

For him it is mirth, but for me it is suffering. 

My eyes stream ceaselessly, and my heart is lost in the notes of the 
flute. 

All the Radbas of Jater Bengali poetry will hear the flute played 
by Krisna, but none of them will express herself with the homely 
simplicity and naturalness of the Radha of Sri^Krisna-kirttan. 
The music upsets my body, and it spoils my cookir^.' The 
RidhI of this poem is a real woman, and not the sentimental and 
emotional abstraction that she too often became in the Vaisnava 
poetry of the post-Chaitanya age. The Krisna of Sri-Krisna- 
kirTtan, too. Is real, having stepped directly out of the life around 
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bis creator. He is the village KrUna of pre-Chalcanya Bengal, an 
anthropomorphic god if ever there was one» the crude metal which 
the post'Chaitanya Vaisnava poets refined and wrought into an 
image of perfection. But In so far as RadhS and Krisna were 
sub^ized and spiritualized by the later pOets, they were also 
dehumanized; the woman and the man of the earbcr poetry were 
transformed into the human soul and the divine over>soul of a 
spiritual aUegory. The later poetry was the work, on the whole, 
of greater poeta, and was therefore more beautiful. But It belonged 
to a world of allegory and abstraction, while the world of the earlier 
poetry, though less beautiful, was the real world where real human 
beings live and act. This difference is due to the charge that came 
over the Vabnava cult in the posi-ChaiCanya age. As the cult 
became more refined, so did the Krbna story. The earthlness, 
even lewdness, that naturally beloi^d to a rustle love-story of the 
primitive world were either discarded or sublimated. That may 
be the reason why the Sri-Krisna-iiAfttan fell out of favour with 
the post-Chaitanya Vabnavas, and remained forgotten until its 
recent discovery. 

ManasI is the mother and queen of the nS^s (snakes), and their 
presiding deity. The Manasa cult, and the fabie attached to it, 
are supposed to have been current in Ber^l long before the 
fifteenth century. The cult was very popular, particularly in east 
Bengal, and several places in various parts of the country still 
claim to have been the original scenes of the incidents related in 
the fable. The fable b not found in any of the Sanskrit Purilnas 
or in any other part of India, and b most likely an indlgenoua pro¬ 
duct of Bengal. Mana^ b also known by the name of Padml, and 
the Manasa poems variously call themselves Manasa-mangal, 
Padma-purim, orManasar Bhasin Gan. The poems glorify their 
deity in the characteristic manner of the Mangal Kivya, and were 
originally meant to be sung at Manasa festivals as part of the ritual. 
As in all Mangal poems the Manasa ^ble remains substantially 
the same In ^e hands of the many poets who retell It, and the 
difference between one Manasa poem and another Hes in the 
manner in which the poets retell the same fable and in the minor 
details they introduce. 

The fable begins with the birth of Manasa, the daughter of 
Siva, and how she had to leave her father’s home because of the 
ill treatment she received there from her stepmother Chandi. She 
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even lost one eye m a quarrel, leading to a hand-io-hand fight, 
chat took place between her aod Chan^, To avenge herself ahe 
resolved that the people who worshipped Siva and Chandi should 
henceforth worship her instead. With the help of her friend Nefi' 
she soon established herself among the lower classes, and then, 
aiming higher, she wished to get pt^S (worship) from Ch4d 
Sadlgar* of Champak Nagar. That would give her the sodal 
status she wished to acquire, because Cl^d was the most promi¬ 
nent member of the wealthy merchant community- But Chid 
was a staunch follower of Siva, and had nothing but contempt for 
Mana^ His wife was secretly initiated into the ManasS cult by 
Nets, but on discovering this Chid was angry and kicked away the 
articles of worship. Manaa implored him with folded hands, but 
Chid would not worship 'that blind and low-caste woman’ (as he 
called her). He even broke Manasa’s hips with a blow of his stout 
hintSl stidc, with rhe result that she could no longer walk straight, 
Realizing that persuasion would not succeed, ManasS decided to 
apply force. She destroyed Chid's garden-house (guShSn), drowned 
at sea his six sons with the rich merchandise they were bringing 
home, killed his friend Sankur Ga;uriya, and took away from him 
the a secret power Siva had given him. The seven 

gallant vessels, headed by the Madhukar, which Chid took on a 
voyage to Slmhal (Ceylon) were sunk by Manasa in the Klltdaha 
(Indian Ocean). Chid returned home destitute and starving, but 
resolved as ever not to do homage to Manaa. His life was spared, 
but his greatest trial was yet to come. On the birth of his seventh 
son, Laksmindar, the astrologers had foretold that Laksmlndar 
would die of snake-bite on the night of his marriage. So Chid 
built a house of iron, without a hole or a chink in it, and took every 
precaution so that no snake could get near it. But ManasS was 
more powerful than he, and in that house of iron Laksmindar died 
of snake-bite on his marriage night 
The interest of the fable now shifts to Bipull,’ Laksmindar’s 
bride. She was as good-natured and virtuous as she was beautiful 
and accomplished, and, though young, she had great strength of 
mind. She resolved at all costs to bring her husband back to life. 
The custom of the country was that a person bitten by a snake 

’ AIio called Metravad. 

’ Aim caDed Chudradhar aad Olid Bene. 

* Aim called BebuU. 
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should not be cretnated or buried, but should be set afloat on a 
river on a raft, When Labsmindar’a body was placed on a raft on 
the river BIki, Bipuil sat down by it. To her relatives and friends 
who tried to dissuade her she said that a wife should be with her 
husband in both life and death. As the raft drifted towards the 
Gahgl (Ganges) many men and animals tried to tempt and frighten 
BipuU, but she remained unshaken in her resolve. Nor was she 
frightened by her loneliness, by the wind and the rain and the 
darkness, and by the strangeness of the many lands through which 
she passed. Many days and nights went by, and Laksmindar’s 
body was reduced to a skeleton. Then at tbe confluence of three 
rivers known as Triveni Bipula saw a strange sight. A woman who 
came in the morning to wash a bundle of clothes in the river had 
with her a child whom she killed before she began her work, and 
whom she brought back to life before going home in the evening, 
fiipuia stopped the raft, and on the following day made friends 
with tbe woman, who was no other than NeS, Manasa’s friend, 
and the washerwoman of the gods. In Ned's company fiipuia 
went to heaven, where she pleased the gods by her singing and 
dancing. The gods interceded for her with ManasI, who restored 
X^smindar and his sU brothers to life after receiving from BipulS 
a promise that she would persuade Chid to worship her. The 
boats laden with rich merchandise were also restored, and fiipull 
went home in triumph. Chid was still adamant in his hatred of 
ManasS, but relented under Blpula’s persuasion, and for the sake 
of her happiness. So the pujd (worship) of ManasI spread on 
earth. 

The bare argument given above does scant justice to this gem 
of a folk-tale. A long sucoeasfon of poets have been attracted by 
such romantic elements In it as the sea-voyage of Chid, the house 
of iron on Mount Sl^li, Bipu^^s journey through strange lands, 
and the dark underworld and the fearful snakes over which 
Manasi rules. Chid's household under die shadow of many 
sorrows has supplied pathetic interest, and admiration has been 
aroused by tbe sufferings so nobly endured by Chid and Bipu^. 
The conflict that goes on between god and man in this poem is 
bitter, and might well have ended in tragedy but for the religious 
and sectarian purpose which the fable was intended to serve. Chid 
was more us^ul to Mana^ alive than dead, and the fable had to 
end happily for him and for Bipull if it were to be a glorification 
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of Manasa. To consider some ocher aspects of the fable: there is 
a spurt of drama in the watch fiipu^ keeps over her sleeping 
husband on the fatal night. Manasa sends three snakes, one every 
quarter of the night, and Bipuli captures them all. Then in the 
last quarter the girl falls asleep with tiredness, only to be awakened 
by her husband’s cry that he has been bitten by a snake. Bipula 
on the raft beside her husband’s corpse has become in Bengal a 
permanent symbol of wifely devotion, almost as permanent as the 
classical SitS and Savitri. But ChSd has received less than his due, 
particularly from some of the later poets of the Manasa cult, In 
their devotion to Manasi these poets have omitted to do artistic 
Justice to Chid, and they have exalted the goddess by degrading 
the human who dared to disobey her. But the original Chid had 
in his composition the essential granite of a great tragic character. 
He had a stronger than the house of iron he built, and although 
Manasa broke him, she never could bend him. In the end he paid 
homage to Manasa, but only to make Bipula and the rest of his 
f^ily happy. Even so he turned away his face from the goddess, 
and gave the offerings with his left hand. If he gave in at all, it 
was really to Bipuli, not to Mana^. The Mana^ fable represents 
the triumph of Mana^ as it was designed to do; but to the modern 
mind it also representa the triumph, and perhaps a greater one, of 
Bipula. 

The earliest extant Mana^ poem is the ManasS'-mangal (or 
Padm^-purSn as it is sometimes called) by Vijay Gupta. Accoid- 
ing to his own statement in the BhanitS the poet was the son of 
Sanatan and Rukminl, and was bominPhullasri, which he describes 
as p(m 4 it‘nagar or a city of acholars, and which is the modem 
village of Gain in Barisal district. He says he began writing the 
poem in 1494,* and he mentions Hussein Shah as the sultan of 
Gauf at the time. 

Vijay Gupta makes rude remarks about an earlier poem on the 
Manasa cult by lUna Haridatta (called ^na because he was blind 
of one eye). Haridatta is generally supposed to have been the first 
Manasa poet, and he has been sometimes placed in the twelfth 
century. His work does not seem to have survived,* and it is 

' 1484 Mcordins to BOTn« oiAcascnpu. But Hutteu) Shah ms ooi mUui at 
that lime. 

^ Tb« fragment given in Dineeh Cbacdxa Sen, Bhiti o SdMtya. dots 

not Mem gaauine to me. 
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referred to as lost by Vijay Gupta. If we assume that Haridatta'a 
work was already lost in Vijay Gupta’s time, the letter's remarks 
about it seem gratuitous. How did Vijay Gupta know that Hah- 
datta's work was bad if it was lost? Nor does the quality of his 
own poem, however great its popularity in east Bengal to the 
present day, Justify his picking holes in other people's work. But 
it should be said in fairness to Vijay Gupta that his work has not 
come down In its entirefy or purity. It should also be said that 
some of his passages describing contemporary life, e.g. the oppres¬ 
sion of Brahmans by Muhammadan Kazis, are remarkably graphic 
and have considerable historical value. 

Another Manas! poan followed close on the heels of Vijay 
Gupta’s poem. This was by Vipradas Pipllt who began his work 
in 1495, and who, too, mentions Sultan Hussein Shah. 

Since the Muslim conquest Bengal had never known a monarch 
so powerful, and, in the latter part of his career, so benevolent, as 
Hussein Shah. His reign from 1493 to 1518 was of exceptional 
duration for that age, and it gave the country the necessary peace 
and security for cultural pursuits. We have already mentioned the 
writers who enjoyed the patronage of the Muslim royalty and 
nobility of the late fifteenth and early sixteenth cewurics.* One 
of Hussein Shah’s state-ofEcials was Yasomj Khan, a Hindu who 
had embraced Islam. YasoraJ’a Krisna-rnangal, probably the earliest 
instance of a Muslim poet using a Hindu theme, bears evidence 
of the attempts that were made in pre-BritUh Bengal to bring 
about a religious and cultural synthesis of Hinduism and Islam. 
The greatest ornaments of Hussein Shah’s court were the two 
brothers Sanitan Gosvduni and Rup Goswami. They were 
ministers of state before they joined the Vaisnava order, and their 
importance in the Vaianava movement is second only to that of 
Chaitanya. They were the greatest exponents of Vaisnava doctrines, 
and Rup, in particular, was a Sanskrit writer of distinction. His 
Vjjtoilamlarjutfd and BhaMirrasSmritasindhu are the most authorita¬ 
tive expositions of the Vaisnava cult of BhaktI. 

We step into the sixteenth century with the translation of the 
Mahahhirata by Kavindra and the translation of the Aswamedha 
canto of the MahShkmata by Srikaran Nandwi. The former is 
the earliest translation of the MahabhSrata in our language. The 
view has sometimes been held that Parameswar was the real name 
' See p, 31, footnote. 
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of the txanslator, and Kavmdrs was his literary title. Srikaran 
Nandsvi's translation has sometimes been attributed to Kavindra. 
A poem on Vidya-Sundar,* the earliest on that subject in our 
literature, was written by Sridhar in, the firet quarter of the six¬ 
teenth century, and the poet Kavlrafijan of Srikhanda, near 
Burdwan. flourished about the same time. The short amatory 
poems Kaviranjan wrote In the manner of ^^d}^pat^, the Maithib 
poet, earned him the name of the chhofa or minor Vid)i[pati. But 
before we proceed farther into the sixteenth century we should 
take note of the new VaUnavism led by Chaitanya. 

Vaisnavism had been current in Bengal long before Chaitanya, 
but the impetus he gave Co it made it the main channel through 
which the national genius expressed itself for three centuries, 
Though primarily a religious movement, it was a manifold expres¬ 
sion of the human spirit, and it overflowed into many channels 
other than the religious. It was the religion of love, of human love 
intensified and sublimated into the divine, and its central doctrine 
was that of knowing God through Bhakti (devotion). Krisna, the 
god of the Vaisoava, is not a metaphysical abstraction, but a 
personal god to whom whole-hearted Bhakti can be offered. He 
assumes human form because he loves human beings and wishes 
them to love him. His beloved is RidhI. the symbol of the human 
heart craving for union with Cod, and the allegory of Kriana and 
Radha represents the divine and the human seeking to complete 
themselves through love for each other. The Vaisnava secs no 
essential difference between the divine and the human, between 
the spiritual and the carnal, and be regards them as comple¬ 
mentary to each other, and as different forms of the same thing at 
different levels of experience, The divine defines itself in the 
human, and the human perfects itself in the divine. God needs 
man as much as man needs God, but man can attain God only if 
he has Bhakti, and loves God as utterly and intensely as lUdhS 
loves Krisna. Human love (prm) is the only, and the greatest, 
training-ground for Bhakti, and none but the perfect premtk (lover) 
can become the perfect (devotee). 

We have already said that Vaisnavism was democratic and 
welcomed all without distinction of caste or creed, rank or wealth. 
Some of its recruits had been Muslims, as for instance Haridas, 
one of the three greatest leaders after Chaitanya. Such leaders as 

' Seepp. SS-oo. 
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Narottam, Sjiur^anda, and RaghunSth belonged to the lower 
caetes, while Advaita and some others came of high Brahman 
Emilies. Men like Raghimath, Rup, Saoltan, Naroctam» and Rama- 
oanda Ray had given up great wealth and high social position to join 
the order, while the great majority of the memb era werepoor worldng 
people. The Vaianavas observed equality between the sexes, even 
to the extent of electing women to positions of leadership.* The 
movement, it is needless to say, derived its main impetus from the 
personality of Chaltanya (1486-1534). Only the last twenty*four 
years of O^aitanya’s life were given to Vaisnavism, yet within that 
time he made it the principal faith in Bengal and took it to many 
other parts of India. His followers believed him to have been 
heaven-inspired, even an incarnation of God. The Bengal Vais- 
navas had their headquarters in Nadiya, and they founded a 
branch association in Vriadavan in the United Provinces. That 
association became a seminary of ChairanyalCe Vaisnavism under 
the direction of the Six Goswlmis. The works of Sanitan, Rup, 
and Jiv Gosu^mi were written there, as was the Life of Chaitanya 
by Krisnadas Kaviraj. 

' e.a. JIhMvj Devi, Siri Devi, and Hemktl Devi. 



CHAPTER III 

nadiyS period 

1500-1800 A.D. 

T he Vaisnava poetry produced in this period was o£three kinds: 

(i) expositions of doctrine and practice, (2) bio¬ 

graphies of Chaitanya and other Vaisnava leaders, and (5) the 
Pads (short songs). Of the doctrinal works only those concerning 
the ^sa-tatrwa, or exposition of the Vaisnava cult of love and 
devotion, have any interest lor non-Vaisnavas. The Rasa-tattwa 
poems were based on the Sanskrit treatises, BhakttrasanmtanndJiu 
and XJjjtoalanilamanU by Rup Goswami, and the best of them in 
the sixteenth century were the DurllabhasSr by Lochan Das,* the 
Rasa-kadamba by Kavivallabh, and the Pr€ni‘bhakti-ch{mihi)ia by 
Narottam.* Only the last two have any literary value. There 
was a larger number of such verse-treatises in the seventeenth 
century, the most notable of which are the Rasa-kalikS by Nanda- 
kisor Das, the Rasa~ha^>at}alli by Ramgopil Das, and the Rasa- 
manjari and Asfitrasa-vyakkyS by Pifimbar Dls^. 

The biography was a genre altogether new to our literature. So 
far the literature had been monopolised by gods and goddesses, 
but now for the first time it took reai and living human b^ngs for 
its subject. This was a step towards that secularization without 
which no literature can live its own life in the fullest measure. For 
this the Vaisnava biographers deserve credit as pioneers. Their 
works provide agood deal of information regarding social conditions, 
and some of them have additional interest as contemporary records. 
Some of the bi^raphers of Chaitanya take us outside Bengal and 
give us glimpses, however brief, of men and manners in southern 
and western India. Unfortunately the religious and sectarian 
motive is all-powerful, and all but overwhelms the artistic and the 
historical. Hence the lack of form and style in these bi^raphical 
works, the lameness and baldness of their narrative, and their 
inattention to diaracter and incident. Hence also the myths and 
legends, the miracles and aupematural stories, with which they 

‘ See p. 50. ‘ See p. S 3 . 

’ The DitimiaiTi<handr«doy by Maneher D6« and the Chattonya-xattwo’ 
pradip by Vr^smohan Dfia also deserve mearion. 
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are loaded, We read with pleasure how as a little boy Chaitanya 
was reprimanded by his parents for playing, as all little boys will 
sometimes play, among garbage; but wo cannot restrain our in< 
credulous laughter at the reply he is made to give: 'In my eyes 
nothing is clean or unclean. My one and undivided presence is 
everywhere/ This is only a minor instance of the fantastic lengths 
to which these biographers have gone to prove the divinity of 
Chaitanya. They care cnoie for fiction than fact, and they render 
themselves absurd with excessive propagandist zeal. Their credu¬ 
lity and irrationality strike us as amazing, even though we remember 
that they had set out to write spiritual, not ordinary, biographies. 

Ail the biographies of Chaitanya written in his lifetime were in 
^s^as!i; 6 xxihtSn'KTWia-C)utitanya^harit!lmrita^ byMuml Gupta, 
and the Chastanya-chariiSmrita and Ckmtanya-chmdrodaya by 
ParamSnacda Sen Kavikamapur. The first two of these are long 
poems in the Mahihivya style, and the last is a drama. The earliest 
biography In Bengali is the Chationy^i-hhSgtafat by Vhndivan 
Das. It is a long poem composed within fifteen years of Cbaltanya's 
death. Vrindavan had never met Chaitanya, and he derived his 
information from Nit^nanda, whose disciple he was, and a short 
account of whose life he included in the ChaiUmya-hhagavai. 
Nit^inanda, Advaita, and Haridas were the major companions of 
Chaitanya, and the Big Three among the Vaisnava apostles. 
Vrindlvan wrote some Pads, but is not really a good poet. None the 
less his Chaiianya-bhagavat is pleasant reading, and invaluable for 
Chaitanya’s early life. His defects arise from ^ sectarian and pro¬ 
pagandist purpose. Takmg the BhSgavaia as his model (as the 
title of his work shows), he is always at pains to suggest the identity 
of the life of Chaitanya with the life of Krisna. He accepts un¬ 
critically the current myths and legends about Chaitanya, and his 
primary interest is devotional rather than biographical. The 
Chmtanya-mmgai by Lochan Das’ is smaller and less authoritative 
than Vnndivan's work, but more popular. It gives no new informa¬ 
tion, but it has enjoyed great popularity, and still continues to be 
sung as a p&ckSU, moistening the eyes of villagers with senti¬ 
mental tears. The CAmtuf^cz-mm^a^of Js^anda, too, is ^pdckSU, 
but without the attractive qualities of Lochan’s poem. It gives 

’ This appeared recemlv, tnd ia of doubtful authentkic;. The original work 
of Muriri Gupn is auppowd to have boon a karcJtJ ot collection of notea. 

* He al»o wrote some Pedt and the afore*men(ioAed Durllobhoidr, 
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dome new information, e.g. about the manner of Chaitanya's death, 
but its reliability is doubted by orthodox Vaisnavas. Even graver 
doubts exist about the reliability of the KarchS (brief notes) by 
Govindadas KamakarJ It was published so Ute aa 1895, from 
a manuscript which was known only to the editor and which has 
^ce disappeared, and its language is modem. These are among 
the reasons why it has been suspected by some to be a forgery. 
However that may be, this brief record of two years or so gives 
some new and interesting information regaidii^ Chaitanya’s tour 
in southern and western India, Govindadas declares himself to 
be a blacksmith who became a peiaonaJ servant of Chaitanya and 
kept private notes of what he saw of his master. There can be no 
doubt that much of the Kafch& is spurious, but the possibility of 
its containing some genuine matter is not to be altogether excluded. 
It has the engaging qualities of simplicity and unconventionality, 
and is free from the propagandist bias of the other biographies. 
The most authoritative biography of Chaitanya in Bengali is the 
Chmtanya-charit&mrita by KrisnadSs Kaviraj, written within a 
hundred years of Chaitanya’s death. The author made use of the 
previous works of Mumri Gupta, ParxnSnanda Sen Kavikaniapur, 
Swarup Damodar,^ and Vrindivan Dis, and he shows judgement 
and integrity in handling his materials. He received his training 
in Vaisnava theology under the Goswtois of Vrindavan, and was 
inidated into Vaisnavism by Raghunath. He is most original and 
authoritative on the concluding years of Chaicanya’s life, for which 
he received his materials from RaghunSth. Besides knowing 
Chaitanya himself, Raghujuth knew Swarup JDSmodar who was 
a constant companion of Chaitanya in those years. Krisnat^s is 
serious-minded and learned, but as a writer he is laboured, 
ponderous, and dull. His work is of inordinate length, and is 
written in a curious mixture of Bengali and Hindi, for which hU 
long residence out^de Bengal must have been responsible. His 
purpose is devotional rather than historical, as can be seen from 
his calling hla work a charitSmrita (spiritual biography) rather 
than a charita (biography). There is a sad story attached to the 
work. Krianadas began it when he was nearly eighty, and he 
devoted to it many years of patient industry. It was written in 
Vrindivan, and its manuscript, and the manuscripts of some other 

' Not TO be con{uM 4 with Govindsdi* Kovir^ (eee p. 56). 

* Hie work seems to have been loti. 
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Vaidfiava works, wera sdted by robbers at Visnupur (neaxBankura) 
on their way to Nddij«. The manuscripts were recovered, but not 
before Krisnadaa had died of grief at the loss of bis work. 

No other biography of Cbaitanya appeared in the sixteenth 
century, and there was none in the seventeenth. The Chatonya- 
chandrakaumudi by Premdas,' written in the eighteenth century, 
is a free version of the Sanskrit drama, mentioned above, cf Para- 
Rtf nanda Sen Kavikarnapur. Some informuion about Chaitanya 
crept into the Pads that were written about him after the sixteenth 
century. There was, besides, some account of him—and some¬ 
times information of first-rate importance—in many of the bio¬ 
graphies of the Vaisoava apostles that we are about to notice. Of 
the three major apostles, Advaita, Nii^nanda, and Haridas, the 
first deservedly claimed the most attention of biographers. Advaita’a 
father was the court-pandit of Divya Simha, the raja of Laur (near 
Sylhet). This Divya Sirpha, calling himself Kiisnadas after 
becoming a Vaisnava, wrote in Sanskrit an account of Advaita*s 
early life. 'Hie BSlyaUlS-suira, as this Sanskrit work was called, 
was the source of all the biographies of Advaita in Bengali. Two 
of these Bengali biographies, via. the AdvaUa-prakas by Isin 
Nagar and the Advaita-ma^d by Hancharan DSs, were produced 
in the sixteenth century, So much of these works is concerned with 
Chaitanya that they may with justice be called his biographies. A 
later book on Advaita, the Aivai^'mangal by S^undas, belongs 
to the middle of the seventeenth century; and another, the Advdia- 
dlii by Narahari DSs,^ probably belongs to the late seventeenth or 
early eighteenth century. 

Si^Devi, Advtita’s wife, was a prominent figure in the Vaisnava 
movement, and was commemorated in two biographies: SitS^ 
kademba by Visnudas Achlrya, and SitS^charii by Loknith Dis. 
The first belongs to the sixteenth century, and the second, not a 
very reliable work, is of a much later date. 

The greatest names in the second phase of VaisnavUm are those 
of Srinivls, Narottam, and S}^m 3 nanda. The second phase began 
in the concluding years of the sixteenth century, and was marked 
by intense proselytizing actiricy. Srinit^ was in charge of the 

' This wu rhe adopt«d nam« of PurutMtnen Mur* Siddbinrtvigis. He ilso 
w/oce (see p. 59) end tome Fade. 

^ Probably d^e ume person as Ktrebari Chakravutti (see pp. 53-4). Dis 

servant) was the genetic ilrle of bumUity aaaumed by many Vsiaoavu. 
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raanuscripts which were letted at Visnupur. After recovering the 
manuscripts he converted Vir tRmbir, the local prince, and 
eventually established the Vaisnava faith in south-western Bengal. 
He is probably the same Srinivls who appears as the author of 
some Pads. Narottam, a fine singer, and the Inventor of the 
Gaienhl^ mode of kirttan singing, was the main power behind 
the propagation of Vaisnavism in northern Bengal. He was, 
besides, a writer of considerable merit. We have already referred' 
to his Prem-bhakH'ChandrikS. one of the best manuals of Vaisnava 
lUsa-tattwa. Some of his Pads are among the best of thefr type, 
and his devotional poem 'Prarthana* has a permanent place in our 
literature. The meeting of Vaboavas from all parts of Bengal that 
Narotcam organized in hb native villj^ of Kheturi is of some 
historical importance. S^mananda’s missionary activities in the 
Midnapur region and in Orissa were as important as those of his 
two colleagues in south-western and northern Bengal. He svas 
probably the author of the Pads bearing the name of Sylmananda. 

Srini^^ is the principal subject of the seventeenth-century bio¬ 
graphies, the best of which Is the Prem'vilSs by Hityananda Das. 
In spite of being spurious in parts this book is indispensable for 
the history of Vaisnavism. The author is sometimes supposed to 
be the same person as Balaram Das,* the famous writer of Pads. 
Three more works on Srini^s are to be noted: the "Brsmlimrita by 
Haricharan Das, the KamSnanda by Yadunandan,^ and the AnurH- 
gaoaUi by Manohar Das. 

Most notable among the other biographies of the seventeenth 
century are the Rasik-matigal by Gopivallabh Das, the Vir-rai~ 
lavaH by Gatigovinda, and the Va^vtUs (also called MuraUvilSs) 
by mjvallabh. The first is a life of Pasikananda, the principal 
disciple and sssbtant of &}^inlnanda, and is of value for the history 
of Vaisnavism in Orissa; the second is about Virchandra, the son 
of Nitylnanda; and the third, a life of Chsicanya’s companion 
Vainsivadan Chatts, gives some new information about Chaitanya. 

In the eighteenth century there was another work on Vainsiva¬ 
dan Chat(a, viz. the Vamst’oAsS by Premdas.* It has a certain 
amount of information about Chaitanya not found elsewhere. 
The greatest writer of biographies in this century was Narahari 

’ See p. 49. * See p. $6, 

* A diecipU of SnnivlA’e daughter Hemlftti DevL His other works include 
aooM Fade aod Mcoe tnutUdotu &om Suiekrit. * See p. 5a. 
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Chakravartti.’ He was probably the author of the Advatta-vHi: 
mentioned above, and he is known to have been the author of a 
now lost life of Srinivas. Of bis extant works the NarotUm-vilSs 
is mainly about Narottam, and the Bkakii’ratnSkar. though mainly 
about Srinivas, also gives accounts of Narottam, S^^mananda, 
and some other Vaiahava leaders. As a biography the Bhakii- 
ratfuSkar U second in importance only to the Chmtanya-charita- 
mrita by Knsnadls Kaviraj, and it resembles that work in being 
more than a biography- A large part of it is devoted to theology, 
rhetoric, literature, and other matter, and it is best described as a 
Vaisnava encyclopaedia. It is one of the greatest works of its kind 
in our language. Of Naiahari’s learning, so conspicuous in this 
work, there is further evidence in the ChfutTuhh-samudfdy a treatise 
on versification, and in the collection of Pads entided Git~ 
ekandreday. He was himself an able writer of Pads. 

A Pad is a short song, and the term Pad-kart^ by which the 
Pad-writers call themselves may be translated as song-maker. The 
Pads are the best things in the Krisna-RadhI literature of Bengal, 
and the claim may even be made that they are the best things in 
the Krisna-RadhS literature written in all the Indian vernacular 
tongues. They have supplied the main impulse to Bengali love- 
poetry for over three hundred years, and they have been imitated 
in modem times by Rabindranath Tagore and his junior con- 
cempoiariee. 

Vid^pati lived in Mithl^ in the fifteenth century, and wrote in 
the Maithili dialect Sthedy speaking he is not a Bengali poet, 
and he does not seem to have been a Vaisnava either. Even if he 
was a Vaisnava, his Vaisnavism was of a different type from that 
which eme^ed in Bengal aRer Chaitanya. His poems on the love 
of Krisna and RSdha have nothing of the allegory and mysticism 
that were put into that theme by the posi-Chaitanya Vaisnavas. 
Thcy arc nearer in spirit to Sanskrit lovc-poeiry, and they are 
more secular than the Pads. All the same, Vidj^pati was the 
greatest influence on the writers of the Pads, particularly in respect 
of style and dicdon. He was the greatest poet of eastern India after 
Jaya Deva, and his vogue in Bengal was spread by the Bei^ali 

' AIm btown SI Dhamiyim Dis. H« ii CO be <liitinguiibed frocD Narahad 
Sarkir, of SriUun^a neat Burdwu, who ia the artscDth century wrote lome 
Pads on Chaitanya; sithouah the Padi written by (he rwo Nanhaiii have got 
alcDOit ifisepinbly mixed up. 
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students who followed the ancient custom of going to Mithlll in 
search of learning. On their return they brought back with them 
Vidylpati’s poems and a desire to emulate him in their own works- 
A passage has already been quoted' which says that Chaitanya took 
delight in the songs of Jaya Deva» Vidydipati, and Chan^cl&, and 
we can be sure that there were many others who did the same in 
the sixteenth century. So great was Vidj^pad^s vogue in Bengal 
that he came to be regarded as a natural-born Bei^ali poet, and 
there are no ancient or modem collections of Bengali Vaisnava 
poetry in which be does not fiod the most honoured place. The 
province of Bihar, in which MichiJS is situated, was not separate 
from Bengal in chose days, nor was there a fundamental difference 
between the Maithili and Bengali languages. 

The bulk of the Vaisnava literature of Bengal was written neither 
in Bengali nor in Sanskrit, but in a mixture of Bengali and Maithili 
which came to be known as Vrajabuli. The Maithili element in 
VrajabuU was the result of Vid^pati's influence, of the imitation 
of Vld}^pati’s language by his Bengali followers. VrajabuU was a 
mongrel language, unnatural and incorrect, but it was nevertheless 
used extensively for the Pads and for other Vaisnava writings in 
the sixteenth, seventeenth, and eighteenth centuries. It was also 
used by the nineteenth-century imitators of the old Vaisnava poets, 
as, for instance, by Rabindranath Tagore in his BfanusirJter 
PadSvais. From Bengal it spread to Assam, Orissa, and some 
other parts, and it may be described as a sort of Vaisnava lingua 
franca, if that title may be given to a literary, not a spoken, 
language. Its archaic and exotic sounds have had a romantic 
glamour for many Bengali people, but the present writer finds its 
charms shallow and pseudo-romantic, meretricious and pretty- 
pretty. Whatever naturalness and freshness it might have possessed 
for the earliest Pad-writers, it could not possibly ouclasc the sbe- 
teenth century, and it has aince become the conventional jargon 
for conventional Vaisnava sentiment. Vraja in Vrindivan waa 
traditionally supposed to have been the place where Krisna and 
Radha lived in ^e dioSpara age, and VrajabuU (the language of 
Viaja) came to be popularly regarded as the language In which 
Krisna and RadhI spoke. In view of the extravagant propagandism 
of the Vaisnavas it would not be at all surprising if they were 
responsible for the appearance of this myth. 

’ S«e p. 39, fOotsoM. 
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The popul&ri^ of ^ Pad as a form is seen from the more than 
150 writers who practised it» and the more than 3,000 Pads that 
were produced, before the nineteenth century. Of these writers 
at least three svere women, and eleven were Muslims.* The 
popularity of the Pad is comparable to that of the sonnet in 
Elizabethan England, and its golden period was the sixteenth and 
the early seventeenth century, when Vaisnavism was in foil space. 
Among the earliest Pad-kart^ were Mu^ri Gupta,‘ also known 
as the first biographer of Chaitanya; Narahari Sarklr^ and VIsudev 
Gboa, regarded as the pioneers of Pads on Chaitanya; and Vaipriva* 
dan Cha^;a,* equally well known as a musician and a Pad-writer. 
These writers regard Chaitanya as a god, and refer to his activities 
in a manner suggestive of the activities of Krisna in the BhSgavata. 
They have more devotion than poetry. Better as poets are Lochan 
Dis,^ noted for his light colloquial touch; Kavirafijan,^ sometimee 
called the minor Vid^pari; and Vasanta lUy,’ who has a delicate, 
frail music. But we have yet to mention the best: Narottam,* of 
unsurpassed devotional fervour; BaJaiim Bas.^ uorSvaJIed for the 
tender scenes of Krisna^s childhood; and Jnan-dls and Govinda- 
das Kaviraj,**' who with Vidj^pati and Chan^itUs" are in the fore¬ 
front of Pad-kartdte. Jnan-dls, like Chanc^dls, generally writes 
in the native Bengali traditioo, but Govindadls is of the Vidya- 
pat) school and writes almost always in VrajabuH. In some ways 
Govindadls is our greatest Pad-writer. He is unrivalled for 
verbal harmony, and he uses alliteration and other sound-effects 
with a skill that almost removes his poetry to the realm of music. 
A falling-ofF in quality U noticeable in the work of the seventeenth- 
century writers, thcbcsiof whom are Yadunandan,**Jagadananda, 
RadhivalJabh, Harivallabh, RimgopaJ, Saiyad Marttuzl, and 
AlioK’^ These writers have some attractive features, but they have 
little to say that is original, and are on the whole content to echo 

* For a list of Psd-wriien i«« Dinesh Chodn Sen, Hitnry of Bengali 

L^ngttage and Liurature. ’ Soe p. 50. 

^ Of Snkbsnds near Burdwan; see p, 54, footAOte. 

‘ See ^ 53. * See p. 50. 

* Of Snkhanda new Burdwtn: see p. 47. 

* Soraedznes placed In tte »eveDieenth century. 

•Seep. 53. * Seep. 53. 

** Sometimes placed in tbe eeveoteesch ceeCury; not to be confua^ whh 
Govindedle Karmakir (tee p. 51). 

In the sixteenth century this would be Dins ChandidSs (eee p. 40). 

“ See p. S 3 . ” See p.'Ss. 
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the sentiment and music of thdr predecessors. As the original 
impulse of Vaisnavism ran out further in the eighteenth century, 
the Pad became more stereotyped in form and content. Premdas, * 
the brothers Chandrasekhar and Sasisekhar, Ridhimohan TbSkur, 
Narahari Chakravartti,* and Dinabandhu Das, not to mention the 
lesser writers, are at best competent purveyors of conventionalities. 

The Pad-writers took over many things from the conventional 
ICrisna-Rldha pastoral, but they informed everything they took 
with a poetic beauty, a passionate intensity, and a spiritual mean* 
ing all their own. Never before in Krisna-IUdlu literature did the 
Yamuna flow so darkly as she now does in the Pads, never before 
were the kadamba and iamal groves on her banks so beautiful. 
When Krisna plays the flute it is now heard In the pulsing of 
l^dlu's blood and in the stirring of her soul. When YasodI 
(Krisna’s mother) worries about the safety of the boy Krisna, we 
worry with her as we never did before. When Radhl is separated 
from her lover we feel in our heart the pain she feels in hers. The 
cowherds, the milkmaids, the catde, the peacocks, and the rest of 
the conventional roachinery of the ancient pastoral idyll are here, 
but the passionate intensity of the Pad-kartias has made them alive 
and real. At the same time they are not so alive or real as to destroy 
the spiritual allegory and symbolism with which post*Chaitanya 
Vaisnavism invested the Kri$na*l^dhl theme. As a matter of fact, 
the allegory and symbolism are very much in evidence, and the 
world of the Pads has the essential unreality of a romantic-spiritual 
arcadia. The archaic and exotic sounds of Vrajabuli confurn and 
enhance the unreality. In that arcadia Krisna has his symbolical 
blue body and yellow robe, and Radbl has her symbolical white 
body and blue robe. The blueness of the garment enfolding 
RIdha reminds her of her lover’s embrace. The blueness of the 
rain*cloud and the peacock’s neck also remind her of Krisna, and 
she loses herself in the thought of her lover as the human soul loses 
itself in the contemplation of infinity. RSdh 5 on her way to her 
Abhi^ (love-tryst) is the symbol of the human soul on the 
hajardous way to its own perfeceon, The sky is always overcast, 
it thunders and It rains, and the path is always dark and dangerous, 
when she goes out in the night to meet her lover. She feels fear, 
but she conquers it, since love can only be perfect when fear has 
been conque^. After Radha was bom her eyes remained closed 
‘ See p. s*. * See pp. 53-4.' 
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until Krisna cane and opened them: he was the object she first 
beheld, and his was the permanent image that her eyes retained. 
She and her lover know each other intensely and utterly as man 
and woman, with all the knowledge, both joyous and painful, that 
the senses and the feelings can give. But their love is perfect only 
in those moments of ecstasy when they lose all sense of separate¬ 
ness and the one Is not aware of the other as man ot woman. The 
bounds of the body are dissolved in those moments, the distinc> 
tions of sex are transcended, and the individual and tlie finite are 
merged into the universal and the infinite. That is the supra- 
sensual, supra-personal, mystical state which is the goal of the 
Vaisnava. Earthly love dien becomes a fit offering for God 5 Prem 
{human love) is sublimated into fihakd (religious devotion), and 
the lover attains the freedom and tranquillity of a pure spirit. 
'You will know what love is’, Chaitanya had said, 'only when you 
know that man and woman are not different.’ When Krisna plays 
the flute in these poems it is more than a lover calling his beloved. 
It is the aJI-captivating, all-compelling voice of the spirit calling 
for the renunciation of earthly attachment. RadhI, the cowherds, 
the milkmaids, they all leave their homes and occupations in 
answer to that peremptory call; the cattle leave off grating, and 
even the Yamuna stops in her course and fiows back upstream. 
These and other such things assume a reality of their own when 
we hear the Pads sung, The music transports them to their proper 
sphere, it kindles their secret life, and we realise them darkly in 
our senses and in our spirit. But they pale like stars in daylight 
when we read the Fads as poems. 

Love-songs so short as these^ necessarily rely on sound more 
than on sense. The thought-content of the Fads is meagre and 
tenuous, and their main appeal is through th^ verbal music, 
which at times is so compellii^ as to make some of the Pads almost 
sing themselves.^ To deprive them of their music, as would happen 
m translations, however competent, is to deprive them of their 
essential life. The present writer Is very much afraid that their 
wings have been lost, and only their pygmy bones have been kept, 
in the passages offered below. 

' The avenge leegth of t Pad bardJy aver exceeds a dosen linaa. 

* As, for instaoce, the Pad by GovindadU begmiung phola ^hala kichd 
a^tf Idvam avora Ic 11 sheer word-muue, incomjnunieahle in 

aoQtber language; that u why I have made co tfort to tranalate It 
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What la the ache in Rsdhi’s hearth 
She sits apart m soJirade, and will not listen to aoy one. 

On the clouds she fixes her eyes, her pupils immoving. 

She has lost appetite for food, and has put on the red garment of an 
ascetic [yogm]. 

She has cast off the flowers from her hair and is looking at its colour. 
She oanoot take her eyes off the peacock's neck. 

Cbandidts says it is the dawn of her love for Kmna. 

The carnal dement in the Pads is almost as tenuous as the thought. 
It never blazes up in a fiame» but burns dimly like a glow-worm 
light in the tropical darkness. The craving of the body is always 
there, but it is either submerged under lush rhetoric or it expresses 
itsel/ in a blunt and generalized statement, lacking the vitality to 
blossom forth into concrete imagery. As in the opening words of 
a Pad on Purvarag (dawn of love) by Jnan-das: 

My eyed cry for his beauty. 

Every limb of my body cries for every limb of his. 

My heart cries for the pressure of his heart. 

In the following song by Govlndadas, Radbl in the unhappiness 
of her separation from Kiisna wishes that she might die, and her 
body might dissolve into the five elements. 

Let my body become the dust on the path my lord treads. 

Let it become the mirror wherein he beholds his htce. 

May the conflict between sepaiatlon and death be over. May death 
unite me with Krisna. 

Let my body become the water in the pool where he bathes. 

Let it become the gentle breeze that fans his body. 

Let my body surround him like the sky wherever be roams, a blue 
cloud. 

The rains have always been one of the main sources of inspiration 
of Indian love-poetry, and the Pads furnish some good examples 
of this. Among the best Pads is the following by Vid)^pati, a 
great master of verbal music. The original is rich in sounds 
suggesting a thunderous, rain-drenched atmosphere. 

My friend, there a no limit to my unhappiness. 

It 1$ the month of BhBdar, it is raining heavily, and my house is empty. 
The thunder is roaring, and the earth is filled with rain. 

My lover is away in a foreign land, and the enjel is darting 
sharp arrows at me. 

* The god of love. 
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Delighted by the thunder the peacocks are dani»ing wildly, the frogs 
are croakiiig madly, and the U crying, 

Breaking my heart 

All around b darkness, the night is deep, and the lightning is restless. 

Vidyipad says, bow will you spend thb night without Hari ^ 

According to the Vabnnvas, only love can produce the highest 
state of apirituality in man or woman, and it dees that best wdien 
it attains the utmost degree of intensifkation through the enhanced 
pain and pleasure of a relationship not sanctioned by society. So 
in the Pads Krbna is a cowherd, and RidhS is a princess and a 
married woman. Their story is developed through such stages as 
Purvarag (dawn of love from seeing, or hearing of, each other), 
Deutya (Tnessage), Abhisdr (tryat), Sambhog^milan (union), 
Mithur (separadon), and Bhab-sammilan (re-union in spirit). 
The lovers fulfil themselves by realizing each other through every 
form of physical and spiritual relationship: through affection, as 
between parent and child {vSis<ily<i)\ through friendship, as between 
a man and a man and between a woman and a woman {sakhya ); 
through devotion, as of a servant to his roaster {dasyd)\ through 
tranquilliry, as between two souls polarized with each other {t&nta ); 
and through the ecstatic oneness ci a man and his mistress {madkur). 
To describe the last, which they regard as the highest form, the 
Pad*writer$ range over all the physical aspects of love including 
coition. They do chb with an unhesitating hankness and a whole* 
hearted del^ht which free their work from the least suspicion of 
vulgarity and give it a naturalness that is very beautiful. 

For the representation of feelings and sendments the Pad* 
writers closely followed the Rasa*tattwa. As already stated, the 
IUsa*tattwa was the exposition of the Vabnava cult of love and 
devotion. It was the work of the Vaisnava rhetoricians, such as 
Rup Goswlffli, who followed, and refined upon, the classical 
Sanskrit rhetoricians. The Basa*tattwa had some good things in 
it, such as the stages and forms of love mentioned above, but it 
was too vague and misty to be called philosophical. It had more 
ingenuity than substance, and was given to the accumulation of 
petty dbtinctions without a difference. Witness the more than 
350 heads imder which the emotion of love was classified in the 
Bkakti-rainikar. The triviality and superficiality that one notices 
in many of the Pads is at least partly traceable to the Rasa-tattwa, 

* A W4ter*/owl. * Aaother aame for Kn&fis. 
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in common with the poets of ihe other laukik cults the Pad- 
writers suffer from the limitations of their subject-matter. Just 
as the poets of the Mana^, Chan^i, Dbarroa, and other cults 
relate ^blea whose main outlines were pre-determined and fixed, 
so do the Pad-karttas write on themes which were pre-determlned 
and fixed. Their choice is restricted to the stages and forms of 
love that are described above, and what they have to s^ on this 
limited number of themes tends to become stereotyped. Their 
primary allegiance Is to religion, not poetry, and they write in 
implicit obedience to the canons and conventions of their cult. 
Conventionality of subject leads to conventionality of expression, 
and very few of them have the genius to infuse new spirit into old 
matter. The majority lack the inclination as well as the genius, 
and are content to reiterate the stock Ideas and images associated 
with the Krisna cult. An endless series of Pads on the hackneyed 
themes of Purvtrag and the rest is the result, and we tire of 
eternally hearing about Krisna’s flute and Radba’s robe, about 
dandng peacocks and lowii^ cattle. 

The great defect of the Pad-kart^s is their crudity, their lack of 
detachment and intellectual abstraction, and that is why they are 
incapable of transmuting their material Into poetic values of a high 
order. Whether they are describing physical sensations with the 
joyousness of a Vidyapali or pouring forth their poignant feelings 
with the abandon of a Chandidas, they are too close to their 
subject-matter, and too much dominated by it. to make great 
poetry of it. They do not seem to have been aware that feeling is 
the subject, not the object, of poetry, the raw material out of which 
poetic objects are created. Much of their work is spoilt by jaded 
conventionalities pilfered from Sanskrit erotic literature, as for 
instance by their comparison of Ridhi's eye to a lotus and of the 
pupil to a bee. Their sentiments are often ardficiaJ, and they 
frequently rely on overstatement to create the impression of 
intensity, as on the many occasions when an ecstatic or trance-like 
state Is produced in RadhI by trivial things remotely associated 
\^th Krisna. Not only the rain-cloud and the peacock’s neck, or 
the tamal and the kadamba trees, but a host of petty things remind 
Radlu of her lover and send her into an ecstasy of love. Only by 
thinking of her as wholly allegorical can we get round the awk^d 
doubts that common sense inevitably raises about her norznalicy. 
The height of absurdity Is reached In such Pads as the undeserved^ 
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famous one by Govindadas in ‘which BidhI is training herself in 
the courtyard of her house for her secret visits to Krisna. As it is 
always dark night when she goes on those visits, she is walking 
about in her couityaid with her eyes covered with her hands. As 
the path is always thorny, and slippery wirh rain, she has planted 
thorns on the courtyard, she haa made if slippery by pouring water 
on it, and she is walking on the thorns, and is cautiously pressing 
her toes into the moist earth to keep her foothold. She has, in 
addition, muffled her anklets with a piece of cloth so that they will 
not make a sound while she walks. One would think that the poet 
has made her ridiculous enough; but no. There is always the 
danger of meeting snakes on the way, so she has promised a snake- 
catcher her wristlets as the fee, and she is learning the art of catch* 
ing snakes by the head. Surely a little common sense and sense of 
humour would have done the Pad-karttls a world of good. 

The terms moat frequently met in the Pads and in Vaisnava 
literature generally are those denoting the ecstasy, even the mad¬ 
ness, of love; such as rasoUSs, prtmoimad, divyoronad, prfmtpSgalj 
^uAprenu matuari. The poets betray a particular delight in using 
these expressions, and they are only too ready to put Krisna and 
Bldha, particularly the latter, into a frenzied, trance*like state. In 
doing that they prove themselves good Vaisnavas, since the essence 
of thur cult lay in the realization of those mystical values chat are 
supposed to be bom in the ecstasy of love. But they also make 
themselves worse poets than they m^ht have been, because of the 
greater reliance they place on abandon than on the discipline of 
feeling. Nor can they be credited with much originality, inasmuch 
as the machinery they employ is the traditional, even hackneyed, 
machinery of medieval Sanskrit erotic poetry. In medieval India, 
as in medieval Europe, there was a canonical ars amatma complete 
with such love-symptoms {laksona) as loss of appetite, sleepless¬ 
ness. pallor, sighs, tears, shudders, shivers, starts, blushes, swoona, 
and so on. Every hero and heroine worth the name displayed those 
symptoms with desolating umformity. Their physical features— 
of which a long and detailed list from top-knot to toe-nail was pro¬ 
vided—also showed an unvarying similarity, particularly at such 
interesting ages as when the heroine grew up from girlhood to 
womanhood {v<^fah- 5 and}n). The Bad-writers use these cliches of 
Sanskrit erotic poetry with great satisfaction, and they add to 
them their own cliche about the trances and ecstasies with an 
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aJmost comica] inteDsiiy. There result from all this a triviality, a 
sentimentalism, and an emotionalism that are rendered all the 
more mawkish by some of the kifttan modes that are employed in 
singing the Pads. We are enveloped in an atmosphere more soggy, 
dark, and heavy than the rain-soaked tropical night through which 
RidhI goes to her tryst. 

But there are oompenaating moments when sudden passion rips 
up the muggy sentimentality like sudden lightning ripping up 2 
rain-sodden sky. As in the following lines which open a Pad by 
Dina Chanc;Ud&: 

Who uttered Syim'9 [Krisna’s] name ? 

Through my ears it pierced my heart, 

And set my soul aiiame.’ 

Compensation is also provided by the following lines of Vid^pad, 
where Rldlu*s feelii^ have been transmuted by their own intensity 
into the fine flame of poetry. 

How shall I tell what I feel f 
My love becomes new every moment. 

Ever since my birth have I beheld hia beauty, 

Vet my eyes are not appeased. 

For millions of ages have 1 pressed my heart to his. 

Yet my heart is not appeased. 

In spite of their allegorical-religioua setting, the Pads can be read 
and enjoyed as pure love-poems, and they strike a human note that 
is altogether new in Indian vernacular literature. For the hist 
time, in passages such as the above, human love is being valued for 
its own sake, and as something to be offered to another h uman 
bring, not to a god. The poets themselves thoi^ht of Krisna as a 
god, but we shall enjoy their work better if we think of him as aman. 
The human note is most intense in the Fads addressed by Chan^as 
to the washerwoman with whom he was in love. The Pads are a 
green spot in the arid waste of Indian devotional literature. 

The Vaisnavas not only turned out a la^ volume of work, but 
they also took good care to preserve it The Pad-ssmgrahas or Pad- 
collections they made in the eighteenth and nineteenth centuries 
are a good example of this. Some of these collections are of 
additional interest as notable works of scholarship. The earliest 
was the KsanadSgit-ckintSmani compiled by ViswanSth Chakra- 
varui, himself a Pad-writer and a reputed scholar. Then followed 
’ Trusktion by Edward Thompson. 
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the GiUckandroday by Kalahari Cbakravarttj' and the PadSmrita- 
samudra by RadhSmohan Xhakur, The latter compiler, whom we 
have already met as a Pad-writer,^ supplied a commentary in 
Sanskrit. The/fci>t?tw»3»ic«dubyGaur8undarDi8,the5flwAj>ttt3«5- 
jnrita by Dinabandhu Dis, and the MukundSnanda by Radhl- 
mukunda Dis were creditable performances, but the largest and 
the most authoritative Pad-collection has yet to be mentioned. 
This is the Pad-kaipataru by Gokulananda Sen,^ a work unrivalled 
Sot research, commentary, and presenation. With the Pad- 
ratnahar by Kamalakanta and the Pad-rofOsSr by Nimananda Dis 
we are in the nineteenth century, when the great Vaisnava impulse 
was already on the wane. There were several later collections, but 
as they were not called forth by the original Vaisnava movement, 
we need not concern ouraelves with them. 

These collectior^s arrange their material under diiTerent sections, 
such as Purvarig, Abhisar, &c., representing the different stages 
and forms of love laid down by the Vaisnava Rasa-tattwa. Each 
section has a Gaur-chandrikI which opens it as a prologue, and 
Strikes what the Vaisnavas believe to be its spiritual keynote. It 
was the general practice at recitals to sing the relevant Gaur- 
chandrika before singing the Pads, The Gaur-chandrikl was a 
novel feature for verse-coUectlons, and it was Introduced by the 
post-Chaitanya Vaisnavas to do propaganda for their faith. The 
main articles of that faith were the divinity of Chaitanya and his 
perfection as a human being. On the divine plane he was regarded 
as the incarnation of Krisns, and on the human plane he was 
regarded as the perfect lover. As a lover he was perfect because 
he experienced within himself not only the feelings of Krisna for 
Ridha, but also the feelings of Radha for Krisna; he knew love 
both as a man and as a woman can know it. In pursuance of these 
ideas the Pads were preluded with Gaur-chandrikas which repre¬ 
sented Chaitanya as acting and feeling in the same way as Kilsna 
and Radha act and feel in the Pads. For instance: the Pads on 
KrUna's childhood (balya-Uld) were preceded by a Gaur-cbandrik£ 
which described Cbaitanya's childhood in a manner suggesting 
his identity with Krisna; and the Pads describing Radha In a 
love-craaed state were preceded by a Gaur-chandrika describing 

* AJso CiUed Gh£j)B 57 lm Dia. See pp. 5a, footnote; 57. 

* See p. 57. 

* Also blown u Vaisnevai DSs. His woxb was odguialljr called Oit-knipatant. 



NADIYA PERIOD 65 

Chaiunya in a simUar state, ^^sudev Ghos, Narahaii Saikar, 
and some of the other authors of the Gaur-chandiikSs describing 
Chaitanya’s mystical experiences knew C3iaitanya intimately and 
are believed by orthodox Vaisnavas to have been eyewitnesses of 
the things they wrote about. But the present writer, who is neither 
a Vaisnava nor a mysde, is inclined to regard the Gaur-chandrikls 
as imaginative reconstructions, rather than actual records, of 
Chaitanya’a experiences. The purpose of the reconstruction was 
the obvious one of glorifying Chaitanya. 

Closely allied to the Pads in subject were the Mahgal (or Vijay) 
poems on ICrisna based entirely or partly on the Bh&goifata, The 
Nadi)^ period saw a large number of these poems, but few of them 
rivalled the pioneer work, noticed in the preceding chapter, of 
MaJldhar Vasu, The best in the sixteenth century were by 
Midhav Acharya,' Devakinandan Simha, and Kiianadas. The 
KrisnA-prem-taraf^hn by Raghunith Pandit, a follower of Chai¬ 
tanya, deserves mention in this connexion, although it is not 
striedy a Mangal poem. Of the even larger number that came out 
in the seventeenth and eighteenth centuries the followii^ were the 
best: the Govtnda-nuvigal by Duhkhi SyimcKa,* the Sri-Krimi- 
vilSs by Krisnakihkar,^ the HoMamsa by Bha>^nan<la, the 
Krisna-Uiamrita by Bala^ Das, and the Govinda-mangal by 
Kavichandra Chakravartti.^ The last work, in some respects the 
beat version of the BkSgavata in Bengali, was popular in south-west 
Bengal- The versions made by Parasuram Chakravartti, Abhiiim 
Das, Dwija Haridas and Gop5l Siiidta were also popular there. 

The Manasa literature also received many additions in this 
period. The best in the sixteenth century was the poem by 
Vamsivadan Chakravartti,* a native of Mymensingh district. The 
author is aupposed to have been helped by his daughter Chandra- 
vati, some of whose other poetry is still locally current, Chandrtvati 
was betrothed to a Brahman youth who jilted her for a Muslim 
woman. Folk-songa about her unhappy love are still current in 
the Mymensingh region. A native of the same region was Narayan 

' See p. 60. * Mjjht belong » the euteenth eentwy- 

» A brother of KftaitSot Die (eee p, 7 S). He alw tianelated the Bhakli- 
pradip from Sasakrit. 

‘ Al>o blown ae the tranalator of the RAndyarta end the MaStSbhdrata and 
aa the author of ManaaS, Dbanoa, and Siviyaa poecna. But there miglu have 
been more chan one person beating the name Kavichandra Chakraverta. 

1 'Die name aomeumee appears ae Varpaidis ChakraTarttL 
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Dev,‘ the author of s Maj^a^ poem whose popularity in west 
Bengal is second only to the popularity of Vijay Gupta’s poem.^ 
The best Manasa poem in our literature was wrUten by 
Ksamananda* about the middle of the seventeenth century. The 
author sometimes calls himself Ketakidis (servant of Ketaka, i.e. 
Manasa), and he refers to a Muslim governor named Bara Khan 
who died in 1641. Ksaminanda keeps his narrative within control 
by the sparing use of words and incidents, and he avoids the pro* 
Ihity and coarseness common to Manasa literature. There was 
another Manasa poet named Esamananda, but his work was un¬ 
distinguished. The poems by Visnupal, Jagajjlvan Ghosil, Ram* 
Jivan Vldyabhusan, Jivkrisna Mairra, Rijl Rljsimha, and many 
others of the seventeenth and aghteenth centuries have nothing to 
recommend them. 

The Nadi)^ period saw the finest flowering of the Chandi cult. 
The Chan^ of Bengal is an indigenous deity, quire diflerent from 
the Chandi of the MSrkandeya Purana. The poems glorifying her 
consist of two separate fables, and lack the essential unity of the 
Mahikavya. The first fable relates how Chandi conferred her 
grace on a male devotee, and the second fable relates how she con* 
ferred it on a female devotee. Both the fables are indigenous, and 
owe nothing to Sanskrit literature except a few details.* 

The first fable is of Kalketu, a young hunter of lew birth, and 
of his wife Phullam. They were a poor but virtuous couple, and 
Chan^ decided to proclaim her greatness to the world through 
them. She assumed the form of a lirard of s golden hue which 
KSlketu captured and took home. The goddess then changed her¬ 
self into a young woman of great beauty, and told Kallmtu and 
Phuliara Chat she was a rich woman who had left her old husband. 
Being attracted to Kalketu, she wished to live with him, and she 
would make them rich If they let her stay. Needless to say this 
was a snare the goddess laid to test the virtue of husband and wife, 
Poor Phuliara was miserable at the prospect of losing Kalketu’s 
love, and urged the goddess to go back to her husband. Kalketu, 
too, urged her to do the same, and he was ready to use force to 
make her go. At this proof of his virtue the goddess discovered 

^ Also wrote a Kiliki-puian oo the Slva.Dur^ cbene. 

» See p. 45. 

’ The oame sometimes appears as Ksemifianda. 

* e.g. Chandi as a liaard and as the Kamale KSsiini. taken from the Vrihet- 
dAoTTno-purdna. 
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hereelf and gave him a ring of great value. With the money he got 
by selling the ring Kalketu built a great town named Gujarat and 
founded a kingdom. Of the many people who came to settle in 
Gujsraj there was one Bhfiru Datta, a crafty and impudent im¬ 
postor. Gaining influence with Kllketu he oppressed the kmg’s 
subjects and> on being found out, he was relieved of office and 
banished. In revenge BhSru Datta instigated the neighbouring 
king of Kalihga to invade Gujarat. Kalketu was taken captive, 
imprisoned, and tortured, but he remembered Chandi. The god¬ 
dess, who never deserts a devotee, appeared in a dream to the king 
of Kalihga and ordered him to release Kllketu. After many years 
of happiness on earth Kalketu and Phullara went to heaven. 

KhuUana, the heroine of the second fable, was the young and 
beautiful daughter of a rich merchant of lobhlmnagar. Her 
cousin LahanS was the wife of Dhanspati, a wealthy merchant of 
Ujaninagar. Lahana and Dhanapati were middle-aged and child¬ 
less, and X)hanapati, a pleasure-loving man, was fond of the pastime 
of pigeon-flying. One day a pigeon of hia, being pursued by a 
hawk, took shelter with Khullana, and on going to recover it 
Dhanapati fell in love with the girl. He married her, but had to 
leave home soon after on an errand of the king. In his absence 
l^ahana, following the advice of the wicked maid-servant Durball, 
persecuted KhuIlanS. The girl was ill fed, ill clothed, and made to 
tend goats in the fields, but in the midst of her humiliation and 
suffering she learnt to worship Chan^. Happy days returned to 
her on the return of her husband, but they were brief, because 
Dhanapati had to leave home again to bring some merchandise 
from Simhal (Ceylon). KhuUana was with child when he went. 

On the sea near Simhal Dhanapati saw a marvel: a young 
woman of superb beauty sitting on a lotus on the waves of the sea, 
and swallowing and disgorging an elephant. He did not know that 
this vision of the KamaJe Kamlni (Lady on the Lotus) had been 
vouchsafed to him by the gracious Chan^ in her desire to make 
him her devotee. He told the king of Simhal about the marvel he 
bad seen and, as the king did not believe him, he agreed to spend 
the rest of his life in prison if he ^led to show the marvel to the 
king. So Dhanapati and the king went , to the spot where Dhana¬ 
pati had seen the Kamale Kamim, but there was nothing to be 
seen, and Dhanapati was cast in prison. 

In Ujaninagar KhuUanl gave birth to a son whom she named 
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Sripaci/ and who on growing up set saii for Simhal in search of 
his father. At the same spot on the sea near Simhal he saw the 
same marvel as his father had seen. He, too, told the king of 
Simhal of what he had seen, and he agreed to forfeit his life if he 
could not prove the truth of what he said. So the king went with 
Shpati to see the marvel, but of course there was nothing to see, 
and Sripati was condemned to death. But Cbandi stepped in and 
rescued both ^ther and son. The king of Simhal gave his daughter 
in marriage to Sripati, and Dhanapati returned home with his son 
and daughter-in-law. 

The world of the Chanel fables is larger and more varied than 
the world of the ManasS ^ble, and it is less dark, violent, and 
primitive. Here is no conBict between god and man,* no ruthless 
ManasI chastising an intransigent Chid, but a benign Chan^i 
rewarding men and women who wiUii^y follow her, The men 
and women are all of average build, none of them is cast in the 
heroic mould like Chid and Bipula, or is subjected to the same 
stress. Instead of ManasS's analfwa there is the beautiful liaard of 
a golden hue. The Lady on the Lotus is the high light of the 
fables, and the Chandi poets put forth their best efforts to describe 
her. It is a pity that such a beautiful image should be spoilt by the 
grotesque act of swallowing and disgorging an elephant. 

The name of the poet Bai^i Chandidas^ and the hymn he addresses 
to Chandi in the Sri-Krisna-hirtiaji make It certain that the Chandi 
cult was current in Bengal in the fifteenth century. We get 
evidence of this In the description of Nadij^ in Vrindlvan DSs's 
Chmtanya-hha^avat. It would be safe to assume, however, that 
the cult originated as a Vrata* at an earlier date, and that the 
nucleus of the &blea summarized above was current in the form 
of a Vrata-kathI* long before it assumed its present form about the 
fifteenth century. It is generally believed that the first poet to 
write a full-size Chandi-mabgal was a contemporary of Bapj 
Chandldas. No trace of his work remains, but it is believed that 
Mukimdaiim^ has this poet in mind when in his Chandi-mangal 
he talks of the Adi Kavikafikan who was the initiator of Chandi 

* Shmanta in some v«nic4u, 

* There la some conBict between Owidi and Dhanapati, who la & follower of 
Siva. But it ia on a amalkr scale than the conflict between Manaai and Chid. 

* Servant, i.e. worahipper, of Chanel. 

* A minor domcgsic ritual. 

* Fable atracbed to a domestio ritual. 


‘ See below. 
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sough (gii^ guru). Minik Datta, the first ascertained Chan^i-poet, 
flourished in the sixteenth century, possibly earlier. M 3 dhav 
Achaiya’s poem was written about 1580; it bas a reference to the 
emperor Akbar who conquered Bengal in J 5 75, It was popular 
in east Bengal, and its author was probably the same Midhav 
Achirya who wrote a Krisna-mangal and a Gangl-maflgal poem.* 

Mukundarilm Chakravartti is our greatest Chaiidi>poet, He is 
also known by the title of Kavikafikan, and his Chan(/i-mangal 
was most probably written in the last decade of tbe sixteenth 
century; it has a reference to Man Simha who became the subahdar 
of Bengal in 1594. From the long account Mukundarim has given 
of himself in his poem We learn that he was a native of Dlmun)^ 
in Burdwan district, but had to leave his ancestral home under the 
oppression 0/ the local Pathan governor, Mahmud Sharif, In 
search of a new home Mukundamm and his family spent many 
days in poverty and hunger on the roads. One Yadu Kundu, a 
humble oilman of Bhetna, offered him hospitality for three daysi 
and it speaks well of Mukundariun that in his prosperity he did not 
forget to record his gratitude to this beneftictor. Eventually he 
reached the village of Arra in Midnapur district, where the raja 
Bkkupi Ray welcomed him and appointed him tutor to his son 
Raghunath, The Chan^-mangal was written some years later, 
when Raghunath had become raja, and under his patronage. 

In Mukundarim's hands the Chandi fables assume a life they 
never had before or since, But Mukundarim is not only our 
greatest Chandi poet, he is one of our greatest poets. Before hitn 
our literature was obsessed with mysticism and allegory, and 
subsisted on age-worn myths and legends, But Mukundaram 
brought to it a human and social consciousness that was altogether 
new, and characters, situations, and incidents that were drawn 
straight from contemporary life. His modernity is astonishing, 
and is like a shaft of daylight in the encompassii^ medievai night. 
His realistic, even documentary, art is a rare treasure in the prevail¬ 
ing sentimentalism and emotionalism of our poetry. No one 
before him, and very few after him, had bis interest in the actualities 
of life, or recorded them with such minute fidelity. He is our first 
humanist and modernist, the first poet who seems to have been 
aware that man, and man in society, should be a proper theme of 
poetry, The condition of our literature when be appeared, and 

* See p. 65. 
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the contribution he made to it, would be appropriately described 
in the following words, taken though they are from a poet who 
could never have imagined their being used in the present context 

Mcthinks heroic poesie till now 
Like some fantastic fsiry*land did show; 

Gods, devils, nyrapbs, witches, and giants’ race, 

And all but man, in man’s best work bad place. 

Thou like some worthy knight, with sacred arms, 

Instead of those, dost man and maoDers plane, 

The things which that rich soil did chiefly want. 

As a Mafigal-kivya Mukundatim’s poem is heavily encumbered 
with mystical, mythical, and supernatural stulf, and much of it is 
like a fantastic fairy-land; but Ae chief impression it nevertheless 
leaves is that of reaJi^, humanity, and modernity- After faking 
Dhanapati to the Bay of Bengal Mukonda^ makes him pass 
through a sea of lobsters and prawns, then through a sea of crabs, 
and through successive seas of snakes, crocodiles (’like date-palms 
afloat on the water’), cowries, and conch-shells, until Ceylon is 
reached 1 But we dismiss that bit of fentasy with a good-humoured 
laugh, and remember Mukundaram's meticulously correct geo¬ 
graphy as he takes the same hero down the AJay and the modern 
HoogUy rivers, past many towns which are still standing, though 
but ghosts of their former selves. Nor does he omit to mention the 
Portuguese pirates who at that time were ravaging the eastern 
coast of India. Many instances can be given to show how up to 
date and topical Mukundarim generally is, how objective and 
concrete, and how keenly interested in the sociai and economic 
side of life. His work is a mine full of ore of inestimable value to 
the student of social history. The town of Gujarat founded by 
Kalkecu grows vividly before our eyes as we read the photographic 
description of the many people, of different faiths, occupations, 
customs, and manners, who come to settle there; the loans of 
money, grain, and cattle they are given; and the rights and privi¬ 
leges they are promised. Bengal of the sixteenth century lives 
vividly and permanently in passages like this. 

Here is a writer in the true classical tradition: one who writes 
with knowledge, precision of language, and with his eye on the 
object. In a literature so unknowing and unseeing as ours, and so 
given to inane generalities, Mukundarim is one of the few writers 
who are knowledgeable, observant, and specific. Where another 
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poet would merely have said that his native village groaned under 
the oppression of the governor, Mukundaram gives the detailed 
information that fallow lands were assessed as arable, fifteen kSfk&s 
of land were fraudulently measured aa a kttrS,^ the value of the 
rupee had :^llen by two and a half annas, and the money-lenders 
had become exactii^. He goes on to report that when tlie peasants 
began to sell off their grain and cattle there was a glut in the 
market, and things worth a rupee sold for ten annas. The people 
would have left the village but were forced to stay, and the 
talukdar was imprisoned. Could a modem economist have made 
a better report? 

Mukundaram records life as he finds it, without transformation 
or distortion, and with an adequacy of statement that is very 
satisfying. It should not be supposed, however, that his concern 
with actualities restricts him to superficialities; on the contrary, he 
never misses the opporturiity to dive into essentials. His insight 
into human nature is remarkable, and he has hit off several Uf^ 
like characters in brief, almost involuntary, touches: Bhifu Datta, 
the glib and astute rogue, cool and self-assured to the last; Mumri 
Sil, the graspin g old pawnbroker who tries to cheat K^ketu over 
the price of the ring Chandi gave him; and Durbali, the scheming 
maid-servant who makes bad blood between Dhanapati’s two 
wives. They are true to type, but are nonetheless individual; they 
have stepped out of contemporary life, but we can meet them even 
to-day; they are Bengali fim and foremost, yet they have a touch 
of the universal. Some of them, as for instance Murari Sil, have 
been presented in vivid and brisk dramatic sketches, Mumri owed 
miketu some money, so he hides himself in the back room when 
he sees lUlketu coming. ‘Where are you, uncle?* cries Kalkctu 
as be enters the shop. ‘I have come on important business.* 
Murilri’s wife comes out and says, ‘Your uncle went out in the 
morning to collect interest from his debtors. The money we owe 
you will be paid to-morrow. So come to-morrow, and bring some 
wood and some plums when you come. For that, too, you will be 
paid to-morrow.’ ‘I had brought a ring to sell,* says KSlketu, ‘but 
as unde is out, I shall go to another shop.’ A ring means good 
business, so Murari immediately comes out with a purse and a 
pair of scales in his hands. ‘Well, well, my nephew is a perfect 
stranger these days. I cannot say that he treats his old unde very 
' Tbe proper measuroment le twenty kdfhds for i AwA 
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kindly, as he never comes to see him.’ After we^hing the ring he 
haggles over its price. ‘There is no gold or silver in this ring. It 
looks bright because it is made of beiUmetal.' He offers a ridi¬ 
culously low price, and even that he wH not wholly pay in cash- 
Take some in cash, and some in hhud‘ (rice-dust). And he twists 
and wri^les until the proper price is wrenched out of him- 
There is a twinkle in Mukundaram’s eyes when be describes 
such scenes, and his wit often has a Shavian flavour. The general 
of the king of Kalihga is as great a coward within as he is a blusterer 
without, and is seized with palpitation while he shouts to his 
soldiers to fight bravely, The docrors of Gujarat are no good at 
curing disease, and charge their patients for tapping them on the 
chest. Even riie sight of a flowery meadow inspires our poet to 
snti-clericalism: ‘As the bee after sucking honey ftom one flower 
merrily goes into another, so the priest after getting presents from 
one house enters another/ The royal priest of Siiuhal is a comic 
figure, and Dhanapati's guests render themselves comical as they 
wrangle about their social superiority, Mukundarazn preserves 
his characteriatfc ImpersonaUey and detachment in his comic pas¬ 
sages, and does not appear to be poking fun. He writes in such a 
quiet, unobtrusive, almost casual manner as to give the impression 
he has no satiric, even ironic, motive. When we laugh we are 
not aware that he is laughing with us, or that he is there at all 
Even so clear-sighted a writer has his blind spots, even so alert 
a mind sometimes goes to sleep. Many bad social customs are 
accepted by Mukundar^ not only without demur but with super¬ 
stitious faith. Such for instance are the ordeals through which 
Khullana has to pass to prove her purity. Instead of maintaining 
an attitude of historical objectivity MukundarSm writes about those 
ordeals with the enthusiasm of a person who believes in them and 
is proud to put his heroine through them. His originality as a 
writer often deserts him in other spheres. Many of his serious 
and pathetic passages, as for instance those describing KhullanI's 
unhappiness during her husband’s absence, are littered with cur¬ 
rent conventionalities. The 15 true of such romantic passages 
as those describing RhuUana’s longing for her husband on the 
approach of spring. No one can entirely transcend the limitations 
of his age, but it is disappointing all the same to And those false 
notes in a writer who generally rii^ so true. 

How true he rings can be seen from his characterization. His 
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men &ad women are none of them angeb or monsters, exaJtcd or 
degraded beyond their normal humaniry. They arc all average and 
ordinary, and have a mixture of both good and bad in them, 
Kalketu is honest, but boorish and simpl^minded. He la a mighty 
hunter, and, when his kingdom is invaded by the king of Kalifiga, 
he fights bravely and wins. But Mukundarihn will not invest his 
hero with false heroics. When the king of Kalihga attacks again, 
mikecu realises the enemy’s superior strength and hides himself. 
That was the only practied course to take, and Mukundai&n has 
no hesitation in making his hero take it. Dhanapaci has the 
characteristic qualities of a wealthy merchant in middle age. Easy¬ 
going, self-indulgent, and pleasure-loving, he is eminently attrac¬ 
tive at the same time. We are not surprised that he should wish 
to marry the young and beautiful Khullana in spite of his being 
already married to LahanI, or that he should get Lahana's con¬ 
sent to the marriage in the way he does. Tradition required 
Lahana to be a bad woman, if only to be an effective foil to 
Khullana. But Mukundaram represents her as weak rather than 
wicked, and a tool in the hands of the wily maid-servant Durbali, 
Dhanapati has only to say a few nice things to her, and to promise 
her a few pieces of jewellery, to get her consent to his second 
marriage. Khullana retains many of the super-human virtues 
traditionally belonging to the heroine of a medieval story, but 
here, too. the realistic hand of Mukundaram has been at work and 
has presented her as an ordinary woman in many ways. Under 
Lahana's persecution Khullana does not behave like an angel or a 
patient Griselda, but returns insult for insult, blow for blow. If 
the good characters are not abnormally good, the bad characters 
arc not abnormally bad. Muraui Sil, BWpu Datta, and Durbali 
may displease us, but they gain full artistic sympathy, and we 
accept them as no more or no less human than ourselves. 

So realistic and human a writer leads us to expect that he will 
also be democratic, and Mukundaram fulfils that expectation. He 
was fortunate in having a story whose main characters belonged 
ndther to the aristocracy nor to the higher castes. Dhanapati is 
wealthy, but of the vaisya caste, and Kalketu is both low-bom and 
poor. TT^e interest Mukundaram takes in low life and the sympathy 
he shows with the poor are unparalleled in our early literature. 
The pass^e in the Kalketu fable where the animals of the forest 
complain of their misery is but a thinly veiled cry of the oppressed 
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humanity of BoogaJ, and the note of poverty is insistent in the 
'N^raraisi in which PhuUari describes her life through the twelve 
months of the year. 

Mukundamn has sometimes been compared to Chaucer. Both 
poets are objective and realistic, and have an instinct for comedy 
which, far from being unkind, is a part of their large and benign 
humanity. But there the resemblance ends. Mukundaram was a 
village poet, circumscribed in idea and outlook, while Chaucer was 
urb^ and well travelled, better cultivated, and better acquainted 
with human a^r$, and altogether a much greater poet. Mukunda- 
ram is more like Langland than Chaucer. 

After Mukundanm there was a slump in Chanel literature, and 
his successors were neither many nor distinguished. The seven¬ 
teenth century saw but one, viz. Dwija JanSrddan, whose small 
poem is of the Vrata-kathl type and omits the Kalketu fable. The 
poems of Jayiumyan Sen/ Muktaram Sen, Bbaranisahkar Dis, 
and others of the eighteenth century have the size of the Mangal- 
kivya, but that is all that can be said about them. It is possible 
that these poets were up against the feeling that after Mukunda* 
tin’s work there was little left for them to do. It is also possible 
that they were up against the growing popularity of the other 
Chandi, viz. that of the MirkanAeya Purdno. The Mirkan^^cya 
Chan^^, generally known as X>u;^, now provides the occasion for 
Bengal’s greatest religious festival. She received the homage of 
many poets: e.g, Bhavaniprasad Ray, Dwija Kamal-lochan, 
Rupnarayan Ghos, and Govinda Das of the seventeenth century; 
and Siv'Chandra Sen, lUmsahksr Dev, Haris-chandra Vasu, 
HarinSriyan DSs, Jagatram Vandya, and Rimprasad Vandya of 
the eighteenth. 

Before we pass on to the literature of the other cults we should 
notice the versions that were made of the RimQyana and the 
MahSbk^rata. As in Tudor England, so In Bengal of the Nadi^ 
period, the growing strength of the vernacular literature showed 
itself in two ways: in original compositions and in translations of 
the classics. Of the many Sanskrit woiks that engaged the atten¬ 
tion of the translators, the most important were, of course, the 
R&m&yona and the MahShhSrata and, after them, the BhOgceoata^ 
There were so many translations of the RimSyana and the 
Mahibharata that, even if none of the other Purinas had been 
' S«e p. 86 , * For the veraiona of the BM4gat>ais see p, 65 . 
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translated^ we should still have been justified in calling this period 
the period of purlnic renaissance. 

Of the twenty or so versions of the RSmSyana the most out¬ 
standing were those by Adbhut Acbarya, by Sasfhivar Sen and his 
eon Gahgidis Sen» and by Kavichandra Chakravartd,^ Siv- 
Chandra Sen, and Fakir-iim Kavibhusan. The first is of the 
seventeenth century, the rest of the eighteenth. Adbhut’s real 
name was Nityananda, and his work was so popular, particularly 
in north Ben^, that parts of it have crept into all editions of 
Kricth^s’s version. Fal^-iim is specially memorable as the author 
of the episode entitied 'Aiigader Riybar’ (Angad’s embassy) which 
he interpolated into his work, and which has since become quite a 
common feature of the Bengali RSmSyanas. 

More than thirty versions were made of the MahSbkSrala, 
whether wholly or partly, and the best of them were those by 
lOsirtm Das and Nit^nanda Ghos of the seventeenth century, 
and by Kavichandra Chakravartti of the eighteenth. Kasii^’s 
work is the best Bengali MahSbharala in verse, and it has been 
almost as popular and infiuential as Krittivis’s RSm&yana. KSsi- 
Tsm, like Krittivas, is not merely a translator, but one of our 
greatest early poets. He lived in the village of Sihgi in Burdwan 
district and composed his work in the first decade of the seven¬ 
teenth century. The suggestion that has sometimes been made 
that he did not live to finish his work, and that its concluding parts 
were written by his son, does not rest on sure grounds. Nor would 
it be an unusual blemish in Kasirem*s work if his son did have a 
hand in it. Very few of these RSmayanas and Mahabhiratas have 
come down exactly as their authors wrote them, and the inter¬ 
polators have been most busy with the works, such as those of 
Kritti^ and Kasirem, which have been the most famous. 

These writers retell the main stories of the R&mSycma and the 
MahSbharata in their own way, and they arc not, strictly speaking, 
translators. Fidelity to the original, whether in respect of incident, 
character, or diction, is no part of their aim, and they add and alter 
with the utmost freedom. Most of the episodes they interpolate, 
e.g. those of Srivatsa and Chin€, of Mahiravan, Bhasmalochan, 
and of Angad’s embassy and Ram’s worship of Durgl, were taken 
from local life; while a small number, such as the episode of Sitl’s 
exile, were derived from current versions of the epics in languages 

' See p. 6$. 
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other than Bengali. None cf the translators, including Krittit^ 
and Kisiram Diis, has ic in hU power to communicate the epic 
dignity and grandeur of theii originals, and they wisely keep their 
works to the level of folk-Uterature. They succeed eminently on 
that level, and Kasitim's MahShhSrata, like KrittivSs’s RSmSyana, 
has found a permanent place in Bengali homes. Their interest is 
ethical, not literary, and the world they reproduce is not the ancient 
India of Valmiki and Vyasa, but the Bengal of their own day- The 
characters retain their original names of Rim, Siti, or Arjjun, but 
in reality they are Bengali men and women. They retain their 
original roles of kings, queens, and warriors, but ^y represent 
popular and rustic ideals, not the aristocratic ideals of the heroic 
poem. The lofty and austere virtues of courts and camps have 
been replaced by soft and sentimental domestic virtues. The 
heroic note has been softened to the point of extinction in the 
many devotional passages that have been interpolated, particularly 
in the recensions of the RSmayana. The Vaianavaa have been most 
busy here, claiming Rim as an incarnation of Vianu, and convert* 
ing the epic into a hymn of Bhakti. Much absurdity has been the 
result, as when Taranisen and some other rakiosa generals kneel 
down before Rim, and the battlefield becomes a prayer ground. 

The opportunity may here be taken to mention the translation 
of the famous Hindi work, the Bhakiam&l of l^haji Dis, by 
Krisnadls Bihiji. This had considerable popularity. Anothtf 
well-known Hindi poem, vis, the Padtemawt by Milik Muhammad 
Jaysi, was presented in a free version by AlaoI.‘ Giridhar*8 transla¬ 
tion of the Gita Oovinda should also be noted here. 

To return to the literature of the laul^ cults. Among the laukik 
deities Dharma (also called Nirafijan and Sunya Niranjan) was 
almost as popular as Mana^ and Chandi, aod had a literature 
almost as large. As already stated, Dhanna was an indigenous 
deity, and originally current in the lower strata of society, Rlmai 
Pandit, believed to be the original exponent and priest of the 
Dharma cult, was of the dam caste, and most of the later Dharma 
priests have been equally low-bom. Dharma represented the idea 
of the Buddha in the vulgar and perverted form which that idea 
took ID the post-Mahiyina d^s, and the Dharma cult was a hotch¬ 
potch of the obscurantist bdiefs and practices, such as Tintric 
Sahaji)^ and Saiva Nathism, that grew up on the decline of 

' Se« p. 8a. 
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Mahayina Buddhism. Th« culc had a jun^led mythology, partly 
dasskal and partly its own, and the idea of a primal simya (void) 
in its cosmogony was probably derived from the popular mis- 
conoeption of xhtsunyc-v^ (doctrine of impermanence) of Na^rj- 
juna. The cult may be safely assumed to have been in existence 
in the tenth century if not earlier, and it was chiefly prevalent in 
Raph (south-west Bengal), more specifically in the region lying 
to the south and west of the Dinsodar. Through that region flowed 
the new extinct Champa, the aacred river of Dharma-worshtppers, 
on whose bank stood the village of Hikanda, believed to be the 
original centre of the cult. There arc references to the Dhaima 
cult in such Bengali works as VipradSa Piplai’e ManQiS-tna^al 
and Minik Datta’s Ckandz-mta^al, but none of its own surviving 
literature seems to be older than the seventeenth or the sixteenth 
century. 

The Dharma literature falls into two classes: (i) manuals of 
Dharma theology and ritual (N^ramati), and (a) Dharraa-mahgal 
poems. The most famous of the VSramaii manuals is the recently 
discovered Simya-purSny^ parts of which are traditionally ascribed 
to RamSi Pandit, It was pieced together from three manuscripts, 
and is a heterogenous collection of works, many of them mere 
fragments, by different authors of different times. The most 
interesting pieces are a poem on the sun, a poem on Siva as a 
ploughman, and a poem entitled *Niranjaner Usnw’ (Wrath of 
Nirafijan). The last is from a mid-eighteenth-century work, \dz. 
the Aml-pur&n, by Sahadev Chakravartti.^ On its first appearance 
the Sunya-purSn was over-enthusiastically received as a very early 
work, and was even placed in the tenth century. Parts of it may 
have been originally written as early as that, but in its present form 
it contains nothing that on linguistic evidence can be considered 
earlier than the sixteenth century. 

The Dharma-mangal poems glorify Dharma by relating the 
exploits which his devotee L 4 uscn was able to perform by his 
grace. The exploits are as numerous as they are superhuman and 
miraculous, and only a brief summary of the Dharma fable will be 
given here. Kamasen of Maynlgay was a feudatory king under 
the emperor of Gauy. When Ichhii Ghos of Dhekurgaf, another 
feudatory king, rebelled against the emperor, Kamasen sent his 

^ Di»covef«d by Himpnud Sistri, tad edited by Vmu id 

190&. The tide va» aupplied by the editor. * See p. yp. 
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six sons to quell the rebellion. The sons were kil led» and Karnasen's 
wit died in grief for them. In appredatfon of his loyalty, and in 
sympathy for his bereavements, the emperor gave Ksmasen his 
dster-in-Jaw, the young and beautiful Ranjivati, in marriage. 
Rahjavati’s brother Mahamad' waa the cmpcror^s prime minister, 
and he was bitterly opposed to the marriage, for the reason, among 
others, that Kamasen was an old man. Ranjavati was a devotee of 
Dhatma, and by bis grace she bore her old husband a son who was 
called Lausen. Mal^ad's opposition to his sister’s marriage now 
took the form of hatred for his nephew, and he made several 
attempts to kill him. But Dharma protected the boy, who on 
attaining manhood set out for Gaur to present himself before the 
emperor. On the way Lausen fought a tiger and a crocodile, and 
he was commended and rewarded by the emperor for the feats of 
valour he performed before him at Gauf. Then his trials began, 
all engineered by the hateful uncle. He was ordered to lead three 
dangerous expeditions: against the king of Kimrup, against 
Klnam> the princess of Simul, and against Ichhii Ghos of Dhek- 
urgap; and was successful in all. Then came impossible tasks: to 
arrest the rain and the flood that were about to destroy Gaup, and 
to show that the sun rose in the west; but nothing was impossible 
for so great a devotee of Dharma to perform. In I^usen's absence 
Mahimad invaded Maynagap, and Kalu Dom and Lakhiya, 
Lausen's friends, and Kalln^, one of I 4 usen’s wives, were killed 
in its defence. Another friend of Lausen, the truthhil Harihar 
Baid, who had witnessed the sunrise in the west, was impaled by 
Mabamad. But Dharma restored them to life, and thenc^rward 
I4u3en reigned happily in Maynagap. 

The Dharma fable is crowded with incidents, but gains unity 
from the pervading peraonality of Lausen. Some of the incidents 
are reminiscent of the life of Krisxia. Places and buildings still 
exist in Riph for which tradition claims connexion with Lausen 
and Ichhli Ghos, but there are no good reasons for believing, as 
many do, that the core of the Dharma fable is historical. Not only 
was the Dharma cult mainly prevalent in Raph, but almost all its' 
poets came from that region. Because of this local character the 
Dharma-mangal may be called the epic of Raph. The poets 
exhibit a common characteristic which is quite pleasu^; almost 
all of them talk at length about themselves and the circumstances 
’ AJsc appear* aa Mihudyl. 
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connected with the composition of their poems. The personal 
accounts given by Rupram and Manikr^ Gahguli are the best 
things in their works, 

So far as is known, Khelarim and Mayur Bha($a were the earliest 
Dharma poets. Their works have perished, but they survive in 
references made about them by the later poets. Mayur Bhatta, in 
particular, is mentioned as the original poet { 84 i kaw) of the 
Dharma cult. There has been a lot of speculation about his date, 
but it has proved iutlle in the absence of his work. The earliest 
extant DharTna>mahgal$ are those by Sitaram 0 §s and S^m 
Pandit, both written towards the end of the seventeenth century. 
The poem by Rupram probably belongs to the same date. The 
other Dharma poets, about ten in all, belong to the eighteenth 
century. The greatest is Ghanarim Cbakravaitti,^ a native of 
Krisnapur near Burdwan, and a prot^g6 of Kirttichandra, the 
local raja. Ghanarlm's work, somewhat formidable in sire, was 
finished in 17x2. The Dharma poets as a class do not strike a high 
level, but Ghananm is vivid and clear, and would have been more 
enjoyable had he not been so fond of alliteration as he is. Manik> 
ram Gahguli has never been so popular as Ghanaram, but he has 
some special features, including a sense of hiimour uncommon in 
these poets. The Anil^purSn by Sahadev Chakravartti is a medley, 
and is not to be regarded as a Dharma-mangal proper. It contains 
several things bearing on the Dharma cult, but not (he Lauseu 
fable. The aforementioned piece entitled 'Nirahjaner Vstr^'^ 
describes how in the JaJpur area of south Rifh fanatical Muham¬ 
madan fakirs oppressed Hindu villagers with the assistance of 
Dhaima-worshippers. With queer humour Sahadev represents the 
oppressors as Hindu deities who had been incarnated as Muslims 
in order to punish Brahmans for their oppression of Dharma- 
worshippers. The AmUput&n also contains matter bearing on the 
I^th and Siva cults. 

The opportunity may be taken here to mention three Mahgal 
poems on JagnnSth Puri. The authors were: CadSdhar,^ 
Viswambhar Das, and Dwija Madhukantha. The first belonged 
to the seventeenth century, the others to the eighteenth. 

The poems on Jagannath were of local interest, but the Sit^yao 

' Also wrote a poem on Sicye-Pir (see p. B6). 

* See p, 77. 

* A brother of Raurim DU (tee p. 75). 
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poems in honour of Siva had wide currency. The Siva of Bengali 
folk-lore is very much a rustic, made by rustics in tbdr own image, 
and shorn of the cosmic and phiioaophic qualities of his classical 
prototype. He dlls the soil Instead of dancing the cosmic dance of 
creation and destruction. He is no longer the noumenon, the 
abstract and abiding principle in the concrete world of transitory 
phenomena, but an old Silenus keeping low company and running 
after low women. From the great mythological god who swallowed 
poison to save the universe from destruction he has now degenerated 
into a drug-addict. Nor does he retain, except very vaguely, the 
qualities of the Buddha with whom he had become partly identi¬ 
fied. While that princely mendicant had renounced the world in 
search of a truth that would save humanly, the Siva of Bengali 
folk-songs i$ a vagabond who would beg rather than work, and 
who has no sense of social responsibility. 

But the Siva of the Sivayan poems we are about to consider is 
not altogether the country clod described above. With the puiinic 
renaissance of the fifteenth century and after he rained some of 
his finer qualities and something of his old classical grandeur. 
The poets who wrote about him after the renaissance were men 
of some culture, and the people for whom they wrote were largely 
of the middle class. As the vernacular language and literature 
became refined from the fifteenth century onwards by contact with 
the clas&ical language and literature, so did the rustic deities become 
refined by gaining access to the higher strata of society. Thus it 
is that the Siva of the Sivayan poems is the head of a middle-class 
family rather than a ploughman tilling the soil. He performs the 
duties of a husband and a father quite well, and if be sometimes 
goes off the rails (as when his wife tempts him in the disguise of 
a low iagdi woman), it is because the old offending Adam has 
not been completely cast out of him. One of his most pleasant 
functions in the Sivayan poems is to provide innocent fun as the 
old husband of a young wife. This is a stock subject, but it had a 
particular point in the social custom of the age. 

The middle-class influence also shows itself in the prominence 
which Siva's wife Du^' gets in these poems. Quite often she 
steals the main interest. She represents the ideal vrife and mother, 
and is to this day the most popular Bengali goddess. She is also 
the symbol of the beloved young daughter sundered by marriage 

' AUo kfloim M Umi, Pirveti. Gtuji, and Sidkari. 
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from her parents' bosom. The Agaroani songs m which DurgS’s 
mother Menaki mourns her separation from her daughter, and 
rejoices at the prospect of her daughter's return, are the most 
touching things in l^ngali folk-literature, and they never fail to 
draw tears from the women hearing them. Agamani means 
‘advent’, and the Agamani songs are sung for a fortnight before 
the festival known as Dur^ Puja. The DurgS Puja is Bengal’s 
greatest religious festival, and it celebrates the annual visit that 
thirgS, somewhat like Persephone, pays her parents. She comes 
in the season of Sarat when the skies are washed svith rain and the 
Belds are overflowing with com, and after staying with her parents 
for three days she returns to her husband's home on Mount Kaills. 

The Siva songs, like the songs of the other laukik deities, were 
orally current long before they were put into writing, Many of 
their topics, e.g. Siva as a ploughman, his marriage, and his 
domestic life, are found in the Svnya-purSn.' and in some of the 
Ramayanas, Manasa-mahgals, and Chandi-mahgals of the fifteenth 
and sixteenth centuries.* There are more such topics in the 
KSUkH-purSn by Narl}^ Dev.* But the earliest Sivayan poems 
proper were written by Kavichandra Qiakravartti^ and Dwija 
Raiidev in the seventeenth century. Dwija Raddev^s work was 
called Mriga^lubdha. A few more followed in the e^hteenth 
century, when lUmeswar Bhatfichirya^ wrote what remains the 
best Si>iiyan In our language. Rimeswar’s poem is sometimes 
called and its homely but heartfelt language is 

well suited to the simple joys and sorrows It describes. 

In a land where the tiger and the snake are the most dangerous 
animals, we should expect to have a tiger-god in addition to 
Manasa the snake-goddess. Daksin Ray, the tiger-god, is still 
worshipped in the Sundarban region, but it seems that his cult 
was lo^iaed there, and that he had onfy one, and an unfinished, 
poem written in his honour. Nor is that poem all about him, as 
it contains the incidental fables of his rival, the Pir Khd 
Ghaai, and of Kilur^y the local crocodile-god. The poem is the 
Ray-martgal by Krisnai^m Dis, who also wrote a Kafiki-mangal 
and a Vrata-^tba on Sas^, the protective deity of children. 

* See p. 77. 

* As in Vijey Gupta's sad MukuadarSixi Chstavvano’s works. 

' See pp. 65-6. 

* See p. 6$. 

* Also wrote a pithdli sons vn SiTt-Pir (see p. 66). 
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Kriftnarim roeQtiODS atx earlier work on Dak&n lUy by M^hav 
AchSrya, but tbat is all that is known of that work. Ho shows 
originality in the diolce of his theme, though in parts it reminds 
one of the Chandi f^le. The main atoiy is about the rivalry that 
sprai^ up between Daksin Riy, a Hindu deity, and Bara Khi 
OhSzi, a Muslim Fir, because merchants going out on sea-voyages 
used to worship Daksin Ray, but not Bapa KhS. An armed conflict 
followed, in which the tiger armies belonging to the rivals were 
engaged, and which nearly brought the world to an end. To save 
the world God came down m a form that was half Krisna and half 
Muhammad, and reconciled the rivals. Primitive and simple- 
minded though the RSy-maigai is, it nevertheless is interesting 
for its sociological implication. The synthesis it makes between 
Hinduism and Islam was characteristic of the seventeenth century, 
and moulded many social customs and religious observances of 
the two communities. The synthesis was most conspicuous in the 
cultural sphere, and it gave birth to such popular cults as those of 
Satya-Pir and Mamk-Pir to be noticed later. 

This leads us to consideration of the Muslim poets of this 
period, though there is no reason for segregatiog them from the 
Hindu poets. They belong fully to the national tradition, writing 
primarily as Ben^i poets, and only secondarily as Muslims. 
Apart from a larger admixture of Persian and Arabic words in 
their vocabulary, they write in as sanskritized a style as their 
Hindu compeers. They take themes, modea, images, and ideas 
&om Sanskrit as unhesitatingly as the Hindu poets do, and they 
accept Hindu mythology, and write on Hindu deities, with as 
much enthutiasm and reverence as any Hindu could have done. 
As illustration of this may be dted the Pads on Krisna and Radhi 
by Mahmud, Saiyad MartcuzS, Saiyad Sultan,* Ali Raja,* 
Alaol, and others of the seventeenth century, The contributions 
made by Daulat Kaai and Sekh Payzulla to Nith literature, and 
by Saiyad Z&kx to Kail literature, may also be cited in this con¬ 
nexion. It should not be supposed, however, that the Muham¬ 
madan writers have ceased to be Muhammadan or chat there is 
nothing Islamic in thrir work. On the contrary they enlarge the 
content of Bengali literature with the Islamic ideas they express 
and the themes they introduce from Arabic and Persian sources. 

' Rorhis other works see p. S3. 

* Abo ^nwt J^Sn-sdfor, Df^HSn-nutJi, ftfid other poeina. 
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Among the most interesting things they import from abroad arc 
some tales, akin to the Arabian Nights, such as those of Hatem-di, 
Leila-Majftun, and Yusuf- 2 ulekhS. Those ulcs originated in the 
Near East, and they came to Bengal with the Arab settlers in 
Chittagong and Aiaian. The royal court of Arikin, modelled on 
the court of the Pathan sultans of Bengal, gave patronage to 
several of our Muslim poets, most notably Alaol, The afore¬ 
mentioned tales, as well as those of Hinif, Amir Hamza, and 
Sonibhan,* were very popular, particularly in cast Bengal- 

AJIoJ was the son of the prime minister of ^lalpur in east 
Bengal. After his father had been killed by Portuguese pirates, 
and he had himself narrowly escaped death, the young Alaol 
arrived In Aral^. There he received the patronage of Magan 
Thakur, the prime minister, but ill fortune dogged him. His patron 
died, and he was imprisoned on a false charge of conspiracy- Alaol 
wrote several long poems, most of which were based on Persian 
originals*. SaifuUmuIk, Hapia Payhir, TohfS, Badiuj-jamSl, and 
Sikandar^Sma. His feme as one of the foremost Bengali poets of 
the seventeenth century chiefly rests on his Pads and on the 
Padmavati. The last was based on a Hindi poem Malik 
Muhammad Jaysi* on the well-known story of the love of AKuddin 
Khilji, emperor of Delhi, for Padmivati, the queen of Chitor. 
Alaol’s poem is not really a translation, but an original work in all 
essential aspects. Both in this and in his other poems SlSol dis¬ 
plays a Sanskrit scholarship which would do credit to a Sanskrit 
pandit, and his knowledge of Hindu customs, and his in^ght into 
Hindu character, would be astonishing even in a Hindu writer, 
fiis chief fault is that he gets involved in abstruse metaphysical 
ideas- He writes in a highly sanskritized style which makes him 
the pioneer of the neo-classicism perfected by Bharat-chandra Ray 
in the eighteenth century. 

Saiyad Sultan, a native of Paragalpur in Chittagong district, 
wrote several poems, e.g. JUSn-pradipy Sabe^meyar&Zy and Nahi- 
vama. The lut, the most notable of them, is another instance of 
the synthesis that waa going on in that age between Hinduism and 
Islam. Sstyad Sultan has included some Hindu deities among the 
twelve nobis or great persons whose account he gives in the poem. 
Some of the other writers of the seventeenth century can only be 

» Thes® ule> are MmeOmea 8 Uppo 9«4 to Sive come from the nonh*wesiem 
pemofIndU. * Seep.76. 
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mentioned by name: Daulat KJisi, the oldest of the Arlkan poets, 
and the author of Sati MaynSmaid,^ Sekh Chid, author of Rasul‘ 
Muhammad Khan, author of Maghd-Husaia and other 
poems; Sah Muhammad Sagh, author of Yusuf-ZitUkhi', and 
Abdul Nabi, author of Amir HsnzS. The moat notable Muslim 
poet of the eighteenth century waa Hlyil Mahmud, the author of 
several works includutg Chitia UtlhS/iy a version of the Sanskrit 
Hitopodssa through Persian. 

The consideration of the Nith literature hag been postponed for 
the reason that none of its extant specimens seems to be earlier than 
the eighteenth century. The cult itself is supposed to have been 
in eustence from the tenth century or so, and some of its literature 
is supposed to have circulated through itinerant minstreU from 
the same date. It is a very difficult cult to describe, being more 
esoteric and obscurantist than any of the other cults we have 
noticed; but it seems to have had as object the attainment of 
occult powers by the practice of Hafha Yoga (mental concentration 
accompanied by gymnastic postures of the body). It was a Saivaite 
cult, mixed with Tantrlam and debased Buddhism, and riotous 
with mystery, magic, and mantra (charm). Its four chief saints, 
or siddhSs as they were called, were Minanath (also called Mat< 
syendranlth), the founder of the cult, and Goraksanach, I'Bfipa, 
and K^nupL Ths followers mostly came from the lower classes, 
and were called Yogis or Yugis. The cult is believed to have 
originated in Bengal, but Its present followers are mostly found 
in other parts of India. 

The Nath literature consists of two fables, both glorifying the 
Nith saints by displaying their miraculous pow«s. One is 
the fable of Mmanith and hia disciple Goraksanith, the other is the 
^ble of MaynSmati and her son Govindachandra. Hifipl is the 
saint whose miraculous powers are displayed in the Maynamati* 
Govindachandra fsble. The fable of MinanSth and Goraksa- 
nath is the subject of several poems entitled Mina-chetan and 
Goraksa-vijay by Kavindra Das, Sekh Fayzulta, and others. 
Sekh Fayzulll ia the most important of these poets. MinanSth 
acquired the mahS-jUSn (supreme knowledge) by overhearing, in 
the form of a £sh, a profound spiritual discourse that Siva waa 
once having .with his wife Gauri. But Gauri put a curse on Mina* 
nith for having sensual thoughts about her, and Minanlth forgot 
’ AJm oiled and completed by AlioL 



NADIYA PERIOD 85 

the mah&'jnati and lived a life of sensual pleasure in Kadali Pacan» 
a (own inhabited only by women. His devoted disciple Goraksa- 
nlth followed him there in the guise of a dancing girl and rescued 
him. 

There are several poems on the fable of Maynamati and Govinda- 
chandra (also called Gopichandra). The oldest is by Durllabh 
Mallik» who lived Id west Bengal, probably in the eighteenth 
century. The poems by Bhavani Das and Sukur MImud, both of 
east Bengal, were probably written in the nineteenth century. In 
1878 Sit George Grierson published one which he had collected 
from village singers in north Bengal. Maynamati, the widow of 
Raja Manik-chandra, was a follower of the Nath saint Hlfipa, and 
she prevailed upon her son, the young prince Govindachandra, 
to become his disciple, t^pi orde^ Govindachandra to 
renounce the world, and to live the life of a sanny&ii (monk) for 
twelve years. After having been subjected to many trials and 
temptations Govindachandra was permitted to resume his worldly 
life. At least rwo places, one near Rangpur in north Bengal and 
* another near Tipperah in east Bengal, still claim to possess the ruins 
of Maynamati’s palace, and scholars have been busy with the 
historical aspect d the fable. But even if there were some historical 
truth in the kernel of the fable, it is now impossible to disentangle 
it from the fiction which has accumulated around it through ^e 
centuries. The touching story of Govindachandra's renunciation 
travelled ^r outside Bengal, and is still sung by mendicant minstrels 
in north-western and western India. But in the land of its origin it 
is only heard in the north. 

The happier days that had begun in Bengal after the Mogul 
conquest, particularly after Min Siroha had become the subahdar 
(governor), continued into the eighteenth century. After the death 
of Aurangzeb in 1707 the subahdars of Bengal gave no more alle¬ 
giance to Delhi than the remittance of an annual revenue. The 
improved economic condition of the people, and the greater reli¬ 
gious freedom enjoyed by the Hindus, were shown in many ways. 
The renaissance of Hinduism reached its peak in the first half of 
the ^ghteenth century, and there was greater literary activity than 
in the pre^ous centuries. New works appeared on the traditional 
themes, such as those of ManasS and Chandi, and new translations 
were made of the classical Puranas. These have been noticed in 
the precedu^ now proceed to the consideratioa of the 
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poems that appeared for the first time in the eighteenth centuiy on 

a number of minor and local deities. 

The majority of these poems were of the Vrata-katl^ type, but 
some were MangaJ-luvyas. There were several on Laksmi, the 
goddess of wealth, and the best of those was the KamalS-morigal 
by Dwija Dhananjay. Saraswati, the goddess of learning, was 
glorified by Dayirim and Dwija Vireswar, and Surya, the sun- 
god, was glorified by Rimjivan and Dwija Kalidas, Of the many 
poets who wrote on Gaogl, the goddess of the Ganges, Dur^- 
prasSd MuJchuti was the best. The subject of the Gan^ pouns 
was (he puianic one of the descent of that goddess on earth in 
answer to the prayer of Bhagirath. A host of local gods, e.g. 
Vaidyanath, Madanmohan, and Tlraknlth, had poems to glorify 
them, as did Sitala, the goddess of small-pox. There was no limit, 
it would seem, to the god-making activity of those days. Nor do 
the gods and goddesses seem, from the literary quality of the poems 
they reedved, to have been difficult to please. 

The pdehsU poems on Satya-Pir deserve special consideration 
as further evidence of the synthesis of Hinduism and Islam which, 
as we have already slated, was taking place in that age. Satya (i.e. 
Visnu) represents the Hindu part, and Pir represents the Mu^im 
part, of this synthetic deity who is a unique product of Bengal. 
He originated in the lUfh region in the early yean of the eighteenth 
century, and he still retains the all-Bengal vogue he acquired. 
He is the only one among the laufuk deities at whose worship the 
original custom, common to all laukik cults, of chanting the fable, 
is still observed- The Salya-Pir poems were all of the Vrata- 
kathl type, and of the ten or so that were produced in the eighteenth 
century those by Rimeswar Bhaftacharya' and Jayrarayan Sen* 
were the best. The cull must have been very popular for Bhirat- 
chandra Ray* to have written two poems on it. 

Very similar to the Satya-Pir poems, but inferior in literary 
quality, were the poems on Trailakya-Pir and Manik-Pir. These 
and the songs on Ghazx ^Sheb can still be heard in the villages, 
among the Muslim population in particular. Of the songs current 
in the vill^es the best were the BSuI and the BhatiySli, and these 
often struck a spiritual note though they were not attached to any 
particular religious cults, The Bluls were a sect of ascetics 'mad 
with the love of God’, who wandered about singing of the transl- 

'Seej>.8x. ‘Seep. 74. » Seep. 90, 
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toriness of worldly life. Their songs bsve captured many hearts 
with their world-wearinees and spiritual nostalgia* and so have the 
Bhatiyili or Boatman's songs with their invocation of God as 
the ferryman who ferries human souls across the river of life. 
There has been a revival of interest in these soi^ in modem 
timeSf and their tunes have been much in demand with Babindra* 
nath Tagore and his successors. The Taijl and Kaviw^ songs 
rose towards the middle of the eighteenth cencury and remained 
very popular to the middle of the following century. Like the 
contemporary Kheu?, Akhmi> and Hap AkhfSi they were rather low 
forms of literary entertainment, and their popularity reflects the 
decline of taste, and of cultural life generally, that took place in 
the second half of the eighteenth century. The KaviwCis got the 
name of ddra kavi from their customary practice of extemporizing 
their songs while standing in front of their audience. They were 
organized in bands often in rivalry wnth one another, and the 
attacks and counter-attacks of the leaders of the bands produced 
many sallies of quick-firing, impromptu wit, and, of course, much 
scurrility. As wit-combats the Kariv^ soi^ have a certain 
resemblance to the Scots ftytlng. The most popular Kams€las 
were Raghu Muchi, Haru ^ntlkur, lUm Vasu, and Antony. The 
last was a Portuguese merchant who had settled in Bengal and had 
completely ‘gone native’. 

if the KaviwilS and the other songs aforementioned struck a 
popular, even a vulgar, note, the songs of lUmnidhi Gupta, com¬ 
monly known as Nidbu Babu, belonged to the drawing-rooms of 
the aristocracy and the gentry. They were elegant and r^ned, and 
their Kheyal and T^PF« inodes came from outside Bengal. Al¬ 
though somewhat ardfldal in sentiment, they have the great merit 
of being secular. Before them we had no love-poems or songs, 
whether of Krisna and Ridha or of Vid^ and Sundar,* which were 
entirely free of religious association, Nidhu Babu is our first pure 
love-lyrist, the precursor of the pure love-lyrials of the nineteenth 
century. 

The greatest song-writer of the righteenth century was lUm- 
prasad Sen, a native of Kumirhat^ near Halisahar, and decorated 
Kavirafijan by Maharaja Krisnachandra of Nadiyi. His devotional 
fervour has assured him of almost unflaggii^ popularity to the 
present day. He invented a tune which bears his name, and bis 

' S«« pp. 8 $- 9 e. 
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songs were sddresseti to the goddess KaH of whom he was a wor¬ 
shipper. Kill ie a Sakti like Manasi aod Chandi> and her cult is 
ancient and non-aryan in origin. She is the destructive principle 
in nature personihed in a black and naked woman of fierce 
aspect, armed vvith a sword, garlanded with skulls, and dancing a 
cosmic waT'dance. Her cult had many gross and cruel practices, 
but it became reformed and humanited under the influence of 
VaiSDavism. A strong clement of Bhakti entered into it, and the 
former death-dealing goddess became the universal mother pro> 
tecting and blessing humanity. This was the goddess of whose 
loving-kindness lUmprasad sang in such simple and moving tones 
as have placed him among our greatest devotional poets. 

Why arc you so aiudous, my mind ? 

Utter l^i’s name, and sic in meditation. 

From the pomp of worship pride grows. 

Worship her In secret, that none may know. 

Wbac would you gain horn images of metal, scone or earth? Fashion 
her ifDBge with the stuff of mind, and set it on the lotus-throne of 
your heart 

How vain are the ofierings of parched rice and ripe plantainl Feed 
her with the nectar of devotion, and safisfy your own mind. 

Why seek to illumine her with lamp and lantern snd candle ? Light 
the jewelled lamp of the mind, let it flash ita lustre day and night. 

Why bring sheep and goats and buifaloea for sacrifice? Saying 
*OIory to K£li’, sacrifice the Six Passions. 

Praadd says: 'What need is there of drums and tympans? Saying 
*Glory to Kili^ clap your handa and lay your mind at her feet.^ 
RSmpra^d wrote a long poem entitled KShka-mwigal or VidyS- 
Sun^, but it has been eclipsed by the poem with the same theme 
by Bharat'chandra Fly. 

After ^mprasSd, and mostly in imitation of him, many songs 
of KUi were written by FlmdulU, Kamallkanta Bhattachlrya, 
and others. But the Vidj^-Sundar story was the craze of the 
century, and claimed the attention of many writers, the most 
notable of whom were Bhirat-chandra Rly ind Riroprasad Sen. 
It is an old story of romantic love, but the Bengali writers treated 
it realiadcally, even to the extent of foisting many indelicacies onto 
it. For this the taste of the upper classes, for whose enjoyment 
they wrote, was mainly responsible. Riimprasad and Bharat- 

’ Bssed oo the cnuuIeeioA by E. J. Thompson end A. M. Spctcex Bngali 
RiJifiout Lyw, Sdkta. 
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Chandra wrote under the patronage of Mahiiija Knanachandra 
of Nadi^» and Krisnachandra’e court vtsb typical of the outer 
elegance and inner corruption of the aristocracy of the age. The 
second half of the eighteenth century was one of the moat chaotic 
ages in Indian history, with the Mogul empire disintegrating and 
the British empire not yet founded. The country was ravaged by 
foreign and native adventurers whose greed and rapacity knew no 
bounds, and who stopped short of nothing, however despicable, 
to gain their ends. Maharaja Krisnachandra was a generous patron 
of poets and scholars, but he had risen to power by the most un¬ 
scrupulous means, and was one of the conspirators who brought 
about the loss of his country’s freedom at the Battle of Flassey. 

The ordinal Vidya-Sundar story came from Sanskrit, and 
scholars have noticed some Penian influence in the way the 
Bengali poets handled it. Persian influence on the courtly and 
polite circles of Bengal had increased since the Mogul conquest, 
and Bharat-cbandra, It will be remembered, was a good Persian 
scholar. The story is chat of a love-intrigue between a princess 
named Vidyl and a foreign prince in disguise named Sundar. The 
lovers employ, as a go-between, a woman' who supplies flowers to 
the royal household, and they meet secretly in Vidya*s chamber 
until, she being with child, they are discovered. Sundar is con¬ 
demned to death, but is saved by the goddeas Kali whose votary 
he is. In the end Sundar’s identity is reveaied, and Vid^’a father 
happily accepts him as his son-in-law. In the original Sanskrit 
the story was entirely secular, and had nothing to do with Kill or 
any other deity, as deus ex machina or anything else. The Kali 
element in the Bengali versions, gratuitously and clumsily intro¬ 
duced Into a perfectly good plot, shows the harmful effect the 
religious obseasion had on our early literature. Every poem had 
to be associated with some god or goddess, no matter how irrele¬ 
vantly or inartistically. Even if the plot of the VidyS-Sundar story 
required some dei^ to come to the help of the lovers in the end, 
mii, who is commonly regarded as the goddess of destruction, 
was the least suitable for the purpose. Needless to say after this 
that the Vidya-Sundar poems formed no part of the Kali cult 

* BbSnt'Chindn calls her HirS. Hia Vidyi ia the prbieeaa of Burdwan. and 
hia Sundar, who it the prince of KiBdu, di^ a tunnel from hit mom in Hiii'a 
bouae to VidyPs <h&mber in the royal paJace. Sunder do«a this with aa 
iDSCrament pven by Kill. 
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They were not written with the primaty object of glorifying Kali 
and of spreading her vogue, nor were they meant to be sung or 
recited as pare of the Kali ritual. That they were not written 
expressly for a particular cult puts them in a different category 
from the Maiigd poems on Manasa, Chandi, Dharma, and the 
other laukik deities noticed by us. Tl)ey cannot strictly be classed 
as Mahgal poems in spite of the &ct that their authors so describe 
them. 

The VidyS-Sundar story owes its immortaiity to the gcnitis of 
Bharat-cbsndra Ray (5712-60), The son of a wealthy zemindar of 
Bhursut in Hooghly district, BhSrat-chandia, nevertheless, passed 
through many vicissitudes in his early life. His paternal property 
was seised, and he was for some time imprisoned, by the Maha¬ 
raja of Burdwan. Happy d^s began, however, when his verses 
attracted the attention of Maharaja Krisoachandra of NadiyI. 
Krisnachandra made him his court-poet and granted him a 
pension and the title of Gunikar. The poet showed his gratitude 
by commemorating Bhavinanda Majumdar, an ancestor of his 
patron, m his greatest work. This was the KsUkd'mangaly^ a 
loosely strung collection of three long and virtually separate poems, 
viz. the AnTUidS-mangal, the VidyS-Sundar, and the MSrhsv^a. 
The crllo|y was completed in 175a, and VidyS~Svndar is the best 
piece in it. 

There is some historical matter in these poems, but more that is 
legendary and mythical, and the poet has not always succeeded in 
artistically fusing fact and fiction. That is why we are often unable 
to suspend our disbelief, as in the scene where the attendant spirits 
of the goddess AnnadI perform many supernatural acts before the 
emperor of Delhi. But then we do not look for historical or 
romantic imagination in Bturat-chandra; we look for the realism 
chat is the essential thing in his art. He is at his best when he keeps 
close to the actualities of life, and in that respect he is akin to 
MukundaramChakravarCti, whose influence he shows in more ways 
chan one. The KaUkd^mangal has incidenta, aituations and charac¬ 
ters whidt are obviously borrowed from the Ckan^’mangal, and 
passages which show the younger poet^s deliberate emulation of 
the older. The double-meaning passage in which AnnadI gives 
an account of herself to Iswar the fenyman is almost a transcript 
of the double-meaning passage in which Chandi gives an accoimt 

* SomaeifaM called Amadd’msiisai after che firec peem ia the tri lo gy, 
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of herself to Phullaii, The Chautisa' in which Sundar prays to 
Klli has many echoes of the ChautUa in which Sripaii prays to 
Chani- But Bhlrac-chandra is nothing if not a highly original 
writer, and these and other borrowings do not really inapair his 
originality. Whatever he fakes he transmutes in the crucible of hia 
genius, and his dissimilarities with Mukundariun arc deeper than 
his similarities. He has the social consciousness and intellectual 
detachment of the old master, but not the objectivity and humanity- 
Mukundarlm presents hia characters as they are, effacing himself 
behind them like a dramatist; Bharat-chandra leads his by a string 
like puppets, allowing them no independent life. Mul^ndaiim 
presents the whole, the sum that human nature is of qualities both 
good and bad, admirable and laughable; Bharat-chandra has little 
spiritual insight, and presents only a part, the quality that is laugh¬ 
able. He sees less than Mukundaram, but not less clearly; his is the 
bright, though partial and umntegrated, vision of the pure intelto. 
He is Ae pure spirit of laughter, an irresponsible and irrepresaiblc 
Puck for ever exclaiming ‘Lord, what fools these mortals be!’ 

Vidy&Swidar is a love-poem, but the spirit that informs it is 
that of free comedy- Irresponsible and artificial, witty and elegant, 
scintillating in every word and phrase, it is a first-rate comedy of 
manners. The author laughs at high society, but not in a cor¬ 
rective or reforming spirit, and has no morals lo inculcate, no 
norms to uphold. He is moved by the spirit of pure fun, and his 
whole object is to amuse and entertain. He plays with everyone 
and everything, with gods and men and with love and sorrow, and 
he takes nothing seriously except his art. His work is a palace of 
art decked with many gems, but life and nature do not dwell there. 

Bhlrat-chandra’s sharp intellect shines through every page of 
his work, and the classicist character of his genius Is everywhere in 
evidence. More even than Mukundaram does he represent the 
hirth of the secular and rational spirit in our literature. There is 
nothing vague or shadowy about his poetry, it is as brilliant as it 
is transparent. His attitude towards the gods and goddesses can 
be irreverent, as for instance in the oblique gl^ces he casts at Siva 
and Cauri in the ArmaA&-mangal. Nor U Kali over-revercntUlly 

‘ The ChJutiM thirty-four) wee quite e common fonn. It 

wee t prayer compowd in worde begianioR with the thirty-four letters of 
elphabet. The Isrgor the number of wrds beginning with the same l^r, the 
greater the sbll of the writet. Supposed to have myatical significance, the Cbigti** 
was really a bag of verittl nicks. 
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iruted in Vidyi-Sundar. Love, as he depicts it in the latter poem, 
has nothing ideal, spiritual, or mystical about it; it is, on the con¬ 
trary, very much the common earthly passion. If it blossoms into 
some of the finest lyrics the Bengali language could ever have 
produced, it also lends itself toa frankly realistic treatment. Bhlrat- 
chandra has been taken to task for the realistic passages in VidyS- 
Svndar, but the very nature oflove.atoacethesourceof the world's 
crudest jokes and its finest poetry, would provide his justification. 
Further justification, if necessary, would be found in the classical 
poetry of India and other countries. The Srin^ra Rasa of Sanskrit 
aesthetics conceived of love as a thing of natural, physical delight, 
and Bharat-chandra is strictly in the classical Indian tradition in 
having the same conception. To add to this delight of nature the 
delights of thdr art was the happy task the classical Indian poets 
had set themselves, and Bharat-chandra follows their footsteps in 
setting himself the same task. If there is nothing spiritual, or even 
deeply emotional, in the love of Vidya and Sundar, there is also no 
gloating or morbidity; their carnality is frank and full-blooded, 
like that of two healthy animals, and is most artistically conveyed. 
The VaisfiAva Pad-wiitcrs come to the mind in this connexion, 
particularly as it has been customary to compare Bharat-chandra 
un^vourably with them. But his dry and rational treatment of 
love is a welcome antidote to their mushy sentimentality and 
spiritual intoxication. Love Is not always the all-absorbing grand 
pasuoD, the supreme mystical reality, the Pad-writers represent 
it to be. Love for them was the equivalent of religion, if not 
religion itself, and It often became absurd and unreal because of 
the hyper-seriousness and over-intensity they put into it. That is 
why it was necessary and salutary, after nearly two centuries of 
Vaisnava poetty, to have a poet who brings love down to earth, 
plays with it, and even laughs at It. We may go farther and sty 
that love comes of age in BhSrat-chandra's bands and develops an 
adult and civilized consciousness. The Ridha of the Vaisnava 
Pads is an adolescent girl {boon) with no other quality than that 
of total absorption in feeling; her lover is a cow-herd; and their 
union takes place amidst the trees and flowers, peacocks and cattle, 
and under the lowering slty, on the bank of the Yanrunl. Bharat- 
Chandra's Vid^ is a princess; her lover is a prince; and they bring 
to their union in Vidya’s chamber in the royal palace the elegances 
and refinements of two adult and highly cultured minds. Sundar 
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is a poet and a scholar, and Vidj^ is his match in the am both of 
learning and love. The background of the older story is rustic, 
while the background of the later story is courtly, The older poets 
have more feeling, the younger poet has greater artistry. 

Bharat-chandra’s highly developed critical intellect is not an 
immixed blessing, for the ugliness it reveals to him often spoils 
his cool spirit of fun, Lacking the moral fervour that makes a 
proper satirist, he then becomes a mere scoffer, an mfant tmihle 
ttying to shock people with wilful naughtiness. Love as then 
treated by him loses its healthy and full-blooded carnality, and 
becomes erotic sensationalism. His wit turns salacious, his laughter 
becomes ^^nical, and his unmorality verges on immorality. It is 
this Bbarat-chandra, ingenious, wanton, perverse, and blasd, 
who disconcerted the solemn Others and husbands of the nine¬ 
teenth century, and continues to make many a reader of to-day 
feel uncomfortably squeamish. Rabindranath Tagore, for instance, 
found him guilty of grave offence against society. Remembering 
the tunnel dug by Sundar to gain access into Vidya’s chamber, 
Rabindranath makes the remark' that Bhirat-chandra’s poem is a 
tunnel dug by the author to undermine society, To make a remark 
like this is to play right into Blurat-chandra’s hands, for there can be 
no doubt that in his perverse moods he would have enjoyed nothing 
more than to be misundetstood. We, on our pan, never find him 
shocking, though we sometimes find him boring, and we take him 
least seriously when he blazes the trail of social unconventionality. 
He is so transparently apo^ffwr then, so patently the school-boy giving 
himself the airs of a man living dangerously. We never forget that 
he is essentially a playboy, bom to play with life, but with a touch 
BO sure and deft, and with movements so rhythmically perfect, as 
to be a perpetual delight to watch. To call him an enemy of society 
is to credit him with a Beriousness and responsibility he does not 
possess, and to Jose sight of his essential Puck-like quality. It has, 
besides, been too easily forgotten that Bharai-chandra’s poem is 
based on an old Sanskrit story, and that the only question one is 
entitled to ask is whether his Mdyi and Sundar observe the pro¬ 
prieties of the society to which they originally beloi^d. The 
answer to that question is not only that they observe all those 
proprieties, but that there is nothing in their behaviour which can 
be regarded as improper even according to the altered standards 
< la 
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of our own day. They first exchange messages with the help of 
the fiower-xvoman Hu€, and see each other from a distance. Then 
Sunder gets into VidyS's chamber through the tunnel he digs, 
but they do not proc^ to make love straightway. They hold a 
learned discourse in accordance with a vow Vid^ had taken not 
to give herself to a man he could vanquish her in such a 

discourse. Then they get secretly married, in the Gindbarva form 
fully recognized in andent India, and then only do their amours 
begin. As to Sundar digging a tunnel, none but a dull and prosaic 
critic would carp at it. Such things as digging tunnels, scalii^ 
svalls, jumping from windows, putting on disguise, making ass^a* 
tions,and elopii^ have been the recognized privileges of the heroes 
and heroines of romantic love-stories of all parts of the world, and 
it is good for both love and literature that those privileges have 
been maintained in spite of the protests of irate fathers and 
husbands of all times. Another important thing that has been too 
easily forgotten is that Bhirat-chandra’s standards were those of 
the free aristocratic morality that prevailed up to the dghteenth 
century. The misconceptions that have arisen about him are 
mostly due to the fact that be has been judged according to the 
altered standards of the middle-class morality of the nineteenth 
century and after. Properly to place him in his own age will 
r^nove those misconceptions, and will also furnish the cltie to 
what we consider to be his real fiaw. The aristocratic-feudal 
civilization of India came to an end in the eighteenth century, and 
the inner corruption of the aristocracy of the age has left many 
marks on Bharat-cbandra's work. He was a court-poet, and not 
infrequent are the occasions when he adopts the manner of a 
rakish courtier with slick jests on the tongue and given Co winks 
and leers. It is the decadent courtier in Bharat-cbandra who is 
responsible for the odour of decadence, of dying faith and morals, 
that we sometimes perceive in bis poem. 

VidyS-Sufuiar is a fUur du mal, but it is a beautiful fiower all 
the same, bright-hued, macy-petalled, and of perfect form. It is 
unique in our literature as a work of art, and we may say that, like 
love, poetry, coo, came of age in Bhirat-chandra’s hands and 
became civilized and self-conscious. Even our best poetry before 
him, such as that of the Vaisnava poets, was primitive and naive; 
it was almost entirely the product of spontaneous feeling and 
inspiration, and it lacked full sense of form and style. It was bom 
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in the spirit, and was not properly bred by art. What beautlea it 
possessed were the capricious gifts of nature, and gave but little 
indication of having been ^ahioned by the conscious and deliberate 
hand of an anist. Bharat-cbandra i$ the first Beogali poet with a 
fully developed sense of form and style, the first to study and 
practise poetry as an art. No one before or after him has studied 
the verbal and rhythmic harmonies of our tongue with such loving 
and patient care, no one has understood and msstered them so 
completely. He knows how to use words like notes In a perfectly 
concerted piece of music, and many of his lines are perfect en¬ 
chantments of sound, He not only writes perfect lines, but com¬ 
plete stanzas which are lawless, and Is as great a master of native 
Bengali rhythms as of tlie rhythms he imports from Sanskrit. 
Rabindranath Tagore is his sole rival in technical skill, but 
Rabindranath himself would freely acknowledge Bhlrat-chandrs 
his master in the handling of Sanskrit verse-forms. Bharat- 
chandra’s craftsmanship fur^er shows itself in the care he bestows 
on polish and finish, on concentration and point, and on clear, 
correct, precise, and balanced statement. A thorough classicist in 
the attention he pays to the art of expression, he is the finest pro¬ 
duct of the neo-cla^icism that began with ^aol in the seventeenth 
century. It is true that he sometimes spoils his work with over¬ 
care, and wearies us with the display of epigrams and aphorisms, 
though many of these have become household words. It is possible 
to argue that Vidya-Sundar, apart from its lyrics, is no more than 
a brilliant Untr de force. It is also possible to argue that Bharat- 
ebandra's brilliance of style is the brilliance of a frozen heart or 
even of moral decadence. But the thing that really matters is that 
in a literature ao naive and unself-conscious as ours he is a poet 
with full artistic consciousness. Whether or not he is morally un¬ 
disciplined is a thing for moralists to squabble over; we are happy 
in the certain knowledge that he has the disdpUne of form. It 
is as a master of form that he dominated our poetry for nearly 
a hundred years; as Pope, whom be resembles in some ways, 
dominated English poetry of the eighteenth century. Rammohan 
lUy' gave up the desire to be a poet because he felt chat after 
Bharat-chandra there were no further perfections to be won. We 
can be sure that there were many others In the first half of the 
nineteenth century who felt the same. 

* Su p. 107. 
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The death of Bharat-chandra marks the begmoitig of a dark 
period which lasted until 1800. Cultural life was virtually extinct 
in Bengal in those forty years. Apart from the works which have 
been already noticed, there were no others worth mention except 
the KSsi~k}ui 7 i 4 <i' by RijS Jayi^^yan GhosaL This was a poem 
about Benares based on a Sanskrit original of the same name. The 
decline of culture in the second half of the eighteenth century was 
due to the prevailing political and economic conditions. The 
Battle of Plassey (1757) did not terminate the incessant warfare 
that had been going on in Bengal and other parts of India for over 
a century. Nor did the full assumption of Dewani (revenue col¬ 
lection) by the East India Company in 1765 put an end to the 
graft, extortion, and other vices rampant in high circles both 
British and Indian. The people continued to be oppressed and 
robbed as before, and thdr misciy reached its climax in the terrible 
famine that visited Bengal in 1769-70. In the whole history of that 
country, whether before or during British rule, there has been no 
calamity comparable to that famine except tbe famine of 1943-4. 
According to Sir William Hunter, the historian, the ruin of two- 
thirds of the old anstocracy of lower Bengal dates from 1770, and 
we may add to that the ruin of the peasantry and the working class. 
Intellectual and cultural life could not thrive in a country that was 
literally starving. Even in x8ii, when conditions had improved, 
the first Lord Minto, then Governor-General of India, said: 
'Science and literature are in a progressive state of decay among 
the natives of India. . . . The number of the learned is not only 
diminished, but the circle of learning, even among those who still 
devote themselves to it, appears to be considerably restricted, the 
abstract sciences are abandoned, polite literature neglected.’ 

With the full establishment of British rule in the nineteenth 
century fundamental changes took place In the political, economic, 
social, and cultural life of Bengal. New influences came into 
operation in the literature, and new developments took place. 
These will be noticed in the new chapter, but a few words will be 
said here about the first appearance of prose and the printing press. 
There was some prose in the seventeenth and eighteenth centuries, 
but it was very small in quantity and altogether devoid of literary 
interest It is found in a small number of letters and legal docu¬ 
ments, in a few treatises on astrology, medicine, and logic translated 
* Abo called Kisi^porArama. 
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from Sanskrit, and in some catechisms intended for the practice 
of the Sahaji}^ cult. The Portuguese missionaries introduced the 
printing press into India in the sixteenth century, and Tvrote a few 
tracts in Bengali and some other Indian languages. The tracts 
were meant for the propagation of Christianity, but they helped 
the growth of vernacular prose. Dom Antonio {fi. 1663) was a 
Bengali who was converted into Roman Catholicism by a Portu¬ 
guese missionary, and who, on himself becoming a missionary, 
wrote a tract entitled Br&hman RomSn Kathalik Samvad. It was 
an attempt, in the form of a discussion between a padre and a 
pandit, to prove the superiority of Christianity to Hinduism- A 
Portuguese missionary named Manoel da Assump^am, who was 
the head of a Portuguese mission near Dacca, translated a cate¬ 
chism of the Roman Catholic religion under the Bengali title of 
Orepar Xaxtrer Orthhhed, He was the first person to write a 
grammar of the Bengali language, and hU two works, with a 
Bengali-Portugueae lexicon attached to them, were printed in 
roman type in Lisbon in 1743. In the second half of the eighteenth 
century English and Scottish missionaries continued the work 
begun by the Portuguese missionaries, and Bengali pandits con¬ 
tinued to turn out miscellaneous treatises of the sort already 
mentiooed. But the greatest impetus to prose came from the 
Gcvenunent. After the full assumption of power by the East India 
Company it was felt that the administration would be facilitated 
if some legal and other works were written in Bengali, and if some 
of the British officials knew the language of the country. A Gram¬ 
mar of tho Bernal Language by Nathaniel Brassey Halhed, a 
Government official, came out in 1778 in response to that need. 
It was printed at the Government Press in Hooghly, and it was the 
first book in which Bengali words were printed in Bengali type. 
Everything connected with the Government Press in Hooghly, 
including the cutting of the type founts, was the work of Charles 
Wilkins,* another civil servant- Another memorable name in the 
history of printing in Bengal is that of the blacksmith Panchloan 
Kannakar of Srinmpur. Learning the art from Wilkins, he cut 
the type for most of the early printing presses that were set up in 
Sriiimpur and Calcutta. 

' L«ter Sir ChBxles WiUiins; a distioinjuhed Sanskrit scholar, and the Sounder, 
with Sir WtUiam Jonea, of the Ariade Society. 
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CHAPTER IV 

CALCUTTA PERIOD 


NINETEENTH CBNTURT 
(i) Miscellaneom Prosi 

T he two events that make the year 1800 the most convenient 
starting-point for this chapter are the founding of the Fort 
William College in Calcutta and of the Baptist Mission Press in 
Sririmpur near Calcutta. An obscure little village when the East 
India Company acquired it in 1690, Calcutta grew in importance 
in the eighteenth century with a rapidity that obviously destined 
it to be the capital town of India. Warren Hastings, the first 
Govemor-Ceneral 0/ India, made it the seat of the supreme 
revemie administration and the supreme courts of justice, and by 
1800 Calcutta bad become a busy and fiourishing town, the centre 
of the cultural, as of the political and economic, life of Bengal. It 
was the birthplace of all the important religious, soda], educational, 
and literary movements of the nineteenth century, and it imparted 
to the literature of that period an urbanity of character and out¬ 
look which is not found in the literature of the preceding ages. 
The old Hcerature was mainly the work of village poets writing for 
village folk, and it retained its essential rustic character even when 
it was produced under direct aristocratic patronage in the courts 
of nawabs and rajas. But the new licerarure that begins with the 
nineteenth century is mostly the work of writers who lived in 
Calcutta and wrote for urban readers. Being urban these writers 
are more cultivated and refined than their predecessors, and have 
a wider range of interest. Their outlook is less primitive, and their 
language is more polite. They do not coniine themselves entirely 
to religious themes, and the larger part of their work is indeed 
secular, Even when their subject-matter is religious, it is on a 
higher level than Mana^, Cbandi> Dharma, aod the other village 
deities who practically monopolised literature in the previous 
periods, Literature lost certain qualities of simplicity and natural¬ 
ness in jouxneyii^ from the village to the town, but what it gained 
in interest, outlook, and taste more than made up for the loss. 
Urbanization proceeded apace as the capitalist economy Introduced 
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by the BritUh struck roots, and the dlstnct towns of Bengal 
assumed an importance in the eighteenth and nineteenth centuries 
which they never had before. The towns grew at the expense of 
the vill^es, on the ruin of indigenous industries, and on the dis< 
fupdon of village life, that took place in those centuries. 

The same political and economic forces that introduced the 
urban note into literature also gave it a middle-class character. 
The rise of the middle class to power and influence In India is a 
recent thing, and synchronizes with the establishment of British 
rule. If British imperialism spelt the ruin of the old feudal aristo¬ 
cracy and peasantry of Bengal, it conferred prosperity on the new 
commercial, professional, and landed interests it called Into beii^. 
In Bengal, as in other parts of the world, the new-risen middle 
class called itself the gentry (bkadra-hk), and it was the most 
virile, progressive, and modern-spirited section of the society. 
So dominant has It been in political, economic, and cultural 
spheres that Indo-British civihzation to the present day would be 
most aptly labelled middle-class civilization. As a class it was most 
eager to receive English education, and to import Western arts and 
sciences into India; the Western influence on Indian life chiefly 
operated through this medium. It took the initiative in the great 
rdiglous and social movements such as the Brahma Samaj, and it 
was the main force behind the nationalist movement which after¬ 
wards crystallized as the National Congress. By far the majority 
of writers since 1800 have belonged to this class, with the result 
that the literature of this period has a distinct middle-class con¬ 
sciousness, Almost all the important writers were interested in 
social and political questions, and they were liberal humanitarians, 
radicals, and reformers whose principles were a diluted version 
of the principles prevailing in contemporary England, They were 
la^e-hearted and enthusiastic idealists, sentimental, didactic, and 
class-complacent. 

Another thing that differentiates the Calcutta period from its 
predecessors is the emergence of the independent and professional 
man of letters. With the end of feudalism came the end of the 
patronage of literature by the royalty and the aristocracy, the dis¬ 
appearance of the courtly and priestly writer of old. Patronage 
had too often meant paxasitlsco, and its di8i4>pearance relieved 
literature of many evils, The need to earn a livelihood developed 
the writer's personality, stimulated his spirit of enterprise, and 
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proved salutary and beneficial in many other ways. Bui it was not 
altogether an unmixed bleesing. Laterature now became a com¬ 
modity to be bought and sold, and its commerdallaation only too 
often led to its vulgarisation. In the previous periods it was the 
product of religious devotion untainted by pecuniary motive, and 
it had for that reason an idealism and a spiritual freedom it now 
lost. The economic freedom it gained no doubt brought many 
compensations, but for the average writer in a competitive capitalist 
society that freedorn was more often than not an illusion which 
could only become a reality if the writer sacrificed his artistic 
conscience to his reader’s taste. 

The Fort WiUiam CoUege was founded with the object of giving 
instruction to British civil servants in the law, literature, languages, 
religions, and customs of India- Such instruction was now con¬ 
sidered necessary for efficient administration, since the East India 
Company was no longer a mere trading concern and had become 
the possessor of an empire. Begun to serve an administrative pur¬ 
pose, the Fort William College nevertheless developed into some¬ 
thing far more useful and important; it became a centre of oriental 
leamij^ and culture, and gave a great stimulus to vernacular 
language and literature. There were facilities for teaching San¬ 
skrit, Arabic, Persian, Hindustani, Bengali, Tamil, Mahrathi, 
and Kanarese, but Bengali, being the local lai^age, received the 
most attention. The college helped the development of Bengali 
in two ways: indirectly by bringing it within the pale of official 
recognition, and directly by the literary and linguistic work done 
by the members of the staff. The most important part of the 
language training was the colloquial and the conversational, and 
for that it was necessary to have text-books in prose. But as no 
prose works were available in Bengali, the teachers of the college 
bad to produce their own text-books, mainly by translation from 
Sanskrit and English. Thus it was that the foundation of Bengali 
prose was laid in the Fort William College. The men who laid the 
foundation were William Carey (1761-1834), the profesaor of 
Sanskrit and Bengali, and his Indian colleagues. 

One of the best English missionaries and educationists who have 
gone out to India, Carey had a genuine love for ‘the beautiful 
language of Bengal’ (his words). He wrote a Bengali grammar, 
compiled an Engliah-Bengali dictionary, and was the author of 
two text-books entitled Kathopakathan (i$oi) and ItikSsmSlS 
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(i8i 2)-‘ The first describes itself as 'Dialogues intended to facili¬ 
tate the acquiring of the Bengali language’, and is bilingual, the 
Bengali and English texfa being printed on opposite pages. The 
second, a collection of stories from various sources, is from the 
point of view of Bengali composition perhaps the best work turned 
out by the teachers of Fort William College. The two books had 
some usefulness in their day, but Carey’s importance mainly lies 
In the example he set and the infiuence he radiated. He was like a 
captain to the team of Bengali pandits and munsis (scholars) he 
collected around himself, and whose work, better than his, was 
done under his direction and encouragement. Some of them were 
the pandits from whom he had himself learnt the language, and 
whom he later appointed as his assistants In Fort William College. 

The roost famous of Carey’s assistants was Mrifyufljay Vid^- 
lafiHr, who translated the Batris-sir^isan and Hiiopadts from 
Sanskrit, and wrote two original works entitled Rl^Svali^ (i$o8) 
and Prabodh-choTtdrikS (18J3). The first of the two original works 
is a semi-historical account of some Indian kings, and the second, 
a medley of essays and tales, is Mrityunjay’s best work and was 
for a long time used as a text-book in schools. Mrityufijay was an 
eminent Sanskrit scholar, but for us he is too pedantic, and too 
conservative in social and religious outlook, to be attractive.’ As 
a writer he never struck his proper level, and his style is either too 
colloquial to be Uteraiy or, more often, too highly sanskiitized to 
be regarded as Bengali. In Prabodh^chanJrikS he praises Sanskrit 
as the best of all languages, and says that Bengali is the best of all 
Indian vernaculars because of the preponderance of Sanskrit words 
in It. The same uncertainty of style is noticed in mmrlm Vasu, 
who was Carey’s chief assistant and had more literary potentiality 
than any oth^ writer of the Fort William College group. He 
employs a predominantly persianized sryltinPrat^SdiSya-charitray 
but his LipimSl&t a collection of didactic treatises in epistolary 
form, is almost free of Persian influence. PratSpSditya'Charitra 
(1801) has the distinction of beii^ the earliest original prose work 
by a native Bengali writer. It is, besides, the earliest attempt at 

’ ReeeiU Kholimhip f««U some doubt about Cirey being the author of these 
booka, and b«li«vae that they were at leaat partly wrinen by his pandits. 

* modem aeholan believe that wm from a Sanskrit ongmal. 

’ 1a protest againrt Use r^gious reform begun by Klnunohas Riy Mricyuhjay 
wrote the Veddnla-chardriki vrhleh appeared in zBi? with an English translation 
ectitJed 'Aa Apology for the Present Syscem of Hindoo Worship’. 
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writing hisioiy in Bengali, though the history in it is mixed up 

wth much fiction as in Mrityunjay’s Rsjavali} 

Carey and his colleagues were not literary men, but teachers 
who undertook the modest task of producing text-books. They 
wrote little that is original, their style is crude and unformed, and 
th&r subject-matter is a jumble of story, treatise, didactic dis¬ 
course, history, biography, and what not, just as tbdr diction is a 
jumble of the highly classicized and the coarsely colloquial. They 
are pedagogues of the old-fashioned type, involved in construction 
and fond of high-sounding dictionary epithets, and much of their 
writing must have been unintelligible to contemporary, as it is to 
present-day, readers. They are practically unread to-day, and their 
books lie on library shelves as curiosities. None the less they were 
the pioneers of Bengali prose and of the modem spirit in Bengali 
literature. They revived the literary and intellectual life of Bengal 
after the nearly half a century’s stagnation and barrenness since 
the death of Bhixat-cbandra Riy. As Rlmkamal Sen,^ the scholar 
and lexicographer, said in the Prefece to his BengaU^EngUsh 
Dictionary (1830): ’Whatever has been done towards the revival 
of the Bengali language, its improvement and in fact the establish¬ 
ment of it as a language, must be attributed to that excellent man, 
Dr. Carey, and his colleagues/ 

The teachers of Fort William CoUege were not alone in bringing 
about the Bengali renaissance. Impetus also came from the Baptist 
Missionaries of Sriiimpur. Carey was again the moving spirit, as 
one of the founders of the Srii^pur Mission and as the link 
between it and Fort William College, Of the assistants he had 
around him in the Mission the ablest were Joshua Marahman and 
William Ward. The earliest undertaking by the Sriiimpur Mis¬ 
sionaries was the Dhama'puslak, the translation of the Bible they 
published between i8ot and 1809. Interested as they primarily 
were in the propagation of the Gospel, the Dkarma-pustak was 

' The works (be oUier teichers of Fore WMIlim College may «>-? be noted: 
the traosIetiODB of the HitopoJtsa fmm Seosknt by Colakntth Sarmi aod Rlm- 
kuor TuklUAkir; the mcalstlon of JGaop't ftbJee by Tirinicharen Mitre, 
being pert of a polyglot tniuletioo (entnied 'The Oriental Pibullai*) in ais 
language* under the diieoioa and euperviaioo of John Bortbwiek Cilch/iet; the 
Toi4 Itihdt, a collectioo of ules ftom the Penian Toifyfimi via Hindi, by 
Chaodieharsn Mucai; HitR^’SKrunachandra RdyrrCAanirci, eaemi-hietoncaJ 
biography, by R^iv*Iodian Mukhopidhiy; and the a eoIlecQon 

of atone* Sanskrit, by Haiaprasad Ray, AJI these came out between i 8 oj 
"w*‘8»5« » Seep. 105 . 
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in their view their greatest achievement. But for the student of 
literature, whether English or Bengali, it was a pt>or performance. 
The translators do not seem to have had any serose of the wonderful 
poetry of the original, and their Bengali was defective in elementary 
grammar, syntax, and idiom, let alone the h^hei qualities of style. 
Far from having any ioBuence on Bengali literature and language, 
the Vkarma-pustak gave the first taste of the 'Missionary Bengali’, 
that counterblast to ‘Babu English' which has never failed to send 
the Bengali people into fits of laughter, so comical has it sounded 
in their ears. 

But the Srirampur Missionaries did other things besides trans¬ 
lating the Bible. The printing press they set up was of inestimable 
service to Bengali language and literature. Practically all the books 
of the first two decades of the nineteenth century, including those 
by the teachers of Fort William College, were printed at that press. 
The Sri^mpur Missionaries brought out the first Bengali perio¬ 
dical,' and made available for the first time in print several old 
Bengali classics, such as Kritti\^s's RSmayana, l^siiim Das’s 
Mahibharata, and Bharac-chandra’s ArotadS^nangah Other 
presses were set up soon after in Calcutta and elsewhere, and the 
art of printing rapidly developed in Bengal. As to the fer-reaching 
results that followed from the introduction of printing: the oral 
tradition of literature was finally broken, and prose developed 
apace, Literature now reached a much larger public than before, 
its interests widened, and it developed in many new directions. 
Journalism, hitherto impossible, began almost immediately. The 
foundation of all this was laid in the printing house in Srimmpur. 

The first quarter of the nineteenth century was a period of 
experiment and preparation rather than achievement. The works 
produced hardly deserve the name of literature, and consist almost 
entirely of text-books for schools or books of information and 
knowledge for the student and general reader alike. They were 
mostly derived from Sanskrit or English originals, and the demand 
for them was mainly from the schools that now came into existence. 
These schools taught English as one of the principal subjects, and 
that is the reason why many of these text-books were bilingual, 
The British missionaries, very active in the fovmding of the schools, 
were also very active in preparing the text-books. The London 
Missionary S^ety put forth a la^ number, the most notable of 

’ See p. 106. 
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which were by John Pearson.* The largest number of text-bocks, 
u well as some of the best of them, came from the Srimmpur 
Missionaries after they had founded the Sririmpur College in 
i8i8. Felix Carey, son of William Carey, inherited his father's love 
of Bengali, and translated Pilgrim's Progress, Goldsmith's Abridge- 
ment of the History of England, and some other things from English, 
John Clark Maishman, the son of Joshua Marshman, was a miscel¬ 
laneous writer best remembered for his histories of India and 
Bengal. These were translated into Bengali, the history of India 
by Marshman himself, and were heavily drawn upon by later 
writers. Another notable book by John Clark Marshman was the 
bilingual PurSvritter Sasiksipta Vivarem ('Brief Survey of History*).* 

Such indeed was the preponderance of text-books that the 
quarter 1800^-25 may be described as the school-time of modern 
Bengali. The foundation of prose, and of the literature generally, 
was being laid with educational and semi-educational books. As 
has been said above, In the second half of the eighteenth century 
polite learning bad almost entirely disappeared, and arts and letters 
had become virtually extinct. Through education alone could the 
intellectual life of the country be revived and the literary spirit be 
rekindled. Education was thus the most urgent task of the early 
nineteenth century, and this task engaged the atteotion of Euro¬ 
peans and Indians alike. 

The primary object of the Fort William College was administra¬ 
tive, and that of the SHmrapur and other missionary societies was 
evangelical. But the British oScial and the British missionary 
found themselves on common ground, and united in common 
service to Bengali, through the interest they took in education. 
In the publication of text-books, as in the foxmding of schools, the 
initiative was theirs, and the quarter 1800-25 was predominantly 

’ e.g. Parra-kaumdi (‘Letters on FtinUiar Subjecte’); POfhs^er Vkcrait 
('Seboolmtftec’a Manual'): Vdhy<SvoB ('Idioicatkal E»tercise», Engliah end 
Benfeli'): ted ('Morel Talea*), 

* WfUiAm YiMs was the moK prolific oi the Sriitmpur B'oup, and hie works 
include a trtasla(io& of the Blbie, a treattse on 4«rofiOBi$'(j^t0«^>d), a tmiiae 
OQ natural ecience (PaddrAc^vidy^idr), end a Bcogali readw called Sdrstnstir^a. 
Among other worka that eaine out of the Mlaaion house at Sririmpur were a 
treatiae on anjiaeJe (PestoOMU) by John Laweon and William Hopkins Peeme; 
a treatiae on chemiairy (Kiimd Vvij^Sr Sdr) by John Mack; a Bengali grammar 
by John Wenger; tranelitiona of RMnson Oium end Tfu War by John 
Robifison; and the bilingual Sadgvn 0 Viryfr Itahdi ('Anecdotea of Virtue and 
Valour') by on anonymous whrer. 
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a period of foreign activity in the lang;iiagc and literature. But 
native Initiative and talent were by no means absent. Bengali 
pandits, often maintained as salaried tutors, helped the British 
official and missionary in almost everything they wrote. There 
were, besides, a large number of native writers working indepen¬ 
dently. These writers, too, were primarily interested in education 
and ^e regeneration of the general intellectual life, and their work 
thus supplemented the work of the British official and missionary. 
A happy feature of the first half of the nineteenth century is the 
Anglo-Indian co-operation that there was in such matters as social 
reform and the promotion of education and literature. A good 
instance is the Calcutta School Book Society which was founded 
in 1817 with the object of facilitating the publication of school 
books. The Society had a membership of distinguished English¬ 
men and Indians such as William Carey, Ttrinicharan Mitra, 
lUmkamal Sen, and Raja Radhikinta Dev. , The last-named is 
that scholar and patron of learning to whom we owe the Sanskrit 
. encyclopaedia Sohdakalpadivfn. Of the many text-books on various 
subjects published by the Calcutta School Book Society the 
following were the most outstanding: NitikaihS ('Moral Tales’) 
compiled by TSrinicharan Mitra, Rija Radhikinta Dev, and Ram- 
katnal Sen; MaruyraffjanetihSs ('Pleasing Tales’) by TirichW 
Datta, with parallel English and Bengali texts; and Hilopaies, a 
translation of iEaop'a fables from ^iglish, by lUmkamal Sen. 
In addition Ramkamal wrote a book on die annals of ancient 
Bengal {Vangadeser Purivriitd), and compiled an English-Bengali 
dictionary and a medical book^ based on the British pharmacopoeia. 
Mention may also be made of the translation of C^y^s PabUs and 
Johnson’s Rasselas (in appropriately Johnsonian Bengali) by Raja 
KSlikrisna Dev; the translation of Goldsmith’s History of Greece 
by Ksetramohan MukhopSdhIy; the VSngSlS 2 tihSs, a history of 
Bengal mainly derived from John Clark Marshman, by Covinda- 
Chandra Sen; and the JnSn‘chcndriMs, a popular text-book, by 
Gopal-lal Mitra. With these we step into the second quarter of 
the century, when the initiative for vernacular writing almost 
entirely passed to native authors. 

Text-books, however useful, can never have more than a limited 
scope, and Bengali literature, particularly the prose, would indeed 
have remained in a state of arrested development had it not been 
’ Eotitled Ouscdh-sdr-taipgraha. 
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brought into doscr contact wi^ life, and its horizon extended, by 
a new venture of the Srirlmpur MiMionaries. This was the 
Digdarsan, the first Bengali periodical, which, though itself an 
educational magazine of small size, led the way for the newspapers 
and the philosophical and literary journals which followed on its 
heels. Tht Digdarsan was edited by John Clark Marshman, and 
came out monthly for three years f^m April i 8 i 3 . It was, as it 
described itself in the sub>ti^, a magazine for Indian youth, and 
its educational character, maintained throughout its life in both 
style and content, was evident from the first issue with articles 
entitled ‘Of the Discovery of America’, ‘Of the limits of Hindoo- 
sthan’, ‘Of the Trade of Hindoosthan*, ‘Mr. Sadler’s Journey in a 
Balloon from Dublin to Holyhead’, and ‘Of Mount VesuvW- 
Like many text'books of the day it was bilingual, and was itself 
used as a text-book in some schools. 

A more important venture of the Srirampur Missionaries was 
the SiSfnichSr Darpan, the weekly newspaper which came out in 
May iSi8 and continued to be published until 1851. John Clark 
Marshman was again the editor, but the paper was virtually con¬ 
ducted by his assistant JaygopalTackilahkir. The foundation of 
Bengali Journalism was practically laid by the SamSchSr Detrpon 
during its long and varied life, but the credit of being the first 
Beng^ newspaper belongs to the short-lived VSrigSl which 
came out a little earlier' under the editorship of Gah^dhar 
Bbal^acl^rya. As a paper belonging to Christian missionaries the 
SamachSr Darpan often published articles criticiziag Hinduism 
and Hindu society, and was reluctant to print the protests those 
articles called forth. This led to the starting of the Samvad 
Kaumudd in 1821 by Ramxnohan Ray and some other leaders of 
Hindu society. It was a weekly paper edited by Tarikhfid Datta 
and Bhat^icharan Vandyopadhay,* and it received many con¬ 
tributions from Rammohan RIy. Then came the ScmiSckdr 
OumdrihS (1822), another weekly edited by Bhavaniebaran 
Vandyepadhiy, the Vatigadut (1829) of Nilralan Haidar, and 
finally the great Sanwdd PrahhSkar (1831) of Iswar-chandra 
Gupta. 

The future of Bengali Journalism was assured with the last, 
and many daily and weekly newspapers cropped up in Calcutta 
and the district towns later in the century. The philosophical and 
' Prebdbiyia i8t6. ’ Seep. jas. 
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literary magazine did not lag hr behind. The Tattroabodhim 
Patrika (1843) of Atsay-kucnSr Datta‘ and the Vangjdarsan 
(18^) of Bahiim-ohandra Chatcopadhiy* set a high standard to 
their contemporaries, and were followed by the BSndhav, JnSnari’ 
kur, PrachSr, Aryadarsan, NawijvMny Novya BkSrat, BhSrati, 
S 3 dhanS, ^eomaWuanXy Sdhiiya, Prao&siy Manasi^ BhSratvarsa^ 
and a host of others in the late nineteenth and early twentieth 
centuries. 

The first writer to extend the province of prose beyond the text¬ 
book, and to use it as the vehiele of philosophic exposition and 
religious and social polemic, was BUmmohan Ray (1772-1833). 
As the pioneer of literary prose and of the literature of thought, 
as the author of a Bengali grammar and some text>books. and as a 
writer of devotional songs, Rimmohan has an assured place in our 
literature. But he is more than a writer; he is one of those great 
men who are bom at a critical moment in their coimtry*s hiscoiy, 
and who shape its destiny. With his religious and social reforms, 
and his activities in the cause of education and poHticai liberty, 
Rimmohan Is the inaugurator of the modern age in India. He 
pioneered the path India was to follow in those critical days when 
she stood divided between the East and the West, between her 
own ancient civilization and the new European civilization that had 
arrived with British rule. Much confusion was being spread about 
by the extremists, one set of whom was for complete westerniza¬ 
tion and the other for continuance in the old Indian way. But 
Rimmohan prescribed the middle path that lay through the blend¬ 
ing of the best elements in the civiiizarions of the East and the 
West. Bred in the Upanlsadic doctrine of the unity of all life, he 
knew that the civilisations of the East and the West, far from being 
contradictory, were but the different manifestations of the same 
human spirit, and could be blended into a fhiitful and harmonious 
synthesis. No one knew better than he the need that India bad to 
modernize herself with the help of European arts and sciences; no 
one played a more active part in the modemizii^ of India. He Is 
the morning star of the Indian renaissance, one of the most pro¬ 
gressive and modern-spirited persons the world has ever produced. 
But if be looked forward, he looked backward, too, and he no more 
denied the past than he refused to recognize the present. So he 
led a religious movement that was purged of the corruptions of 
' See p. 12!. * See p. 152. 
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medieval and post-medieval times and derived its inspiradoQ from 
the pure founts of the Vedanta and the Upanisads. The move¬ 
ment was both a reafiirmation of the ancient and central truths of 
Hinduism and a rejection of iu superstitions and pernicious 
practices. While Rlmmohan provided for India’s assimilation of 
the newly arrived sodal and scientific values of the West» he also 
secured her spiritual continuity with the past. 

The synthesis Rlmmohan prescribed for India was part of the 
larger synthesis he prescribed for the world. He preached a pure 
theism based on the essential unity of the religious spirit in what¬ 
ever part of the world that spirit might have manifested itself. He 
stood for a universal religion which would be free of bigotry and 
fanaticism, of priestcraft and sectarianism, and would bring 
together the peoples of the world in a spirit of understanding and 
co-operation. What is more, he exemplified in his own life and 
work the synthesis he preached. He was deeply versed in the 
doctrines of all the principal religions of the world—Brahmanism, 
Buddhism, Islam, Judaism, and Christianity; so deeply indeed as 
to be the pioneer of the science of comparative theology. He was 
brought up in hie youth on four languages, Bengali, Persian, Arabic, 
and Sanakrit, and in later life he acquired a mastery of English and 
some knowledge of Greek, Latin, Hebrew, and French. Such was 
his proficiency in Persian and Arabic, and in Islamic culture and 
theology, that he was known as the zabardast moufena. His earliest 
writings were in Persian and Arabic, and show l>iTn to have been 
under the influence of the Muslim rationalists (Mu*tazilis) and 
Unitarians (Muwahhidin). Of hia English works, whose number Is 
considerable, Jeremy Bentbam, the greatest living English philo¬ 
sopher, said: 'Your works are made known to me by a book in 
wUck I read a style which, but for the name of a Hindu, I should 
certainly have ascribed to the pen of a auperiorly educated and 
instructed Englishman.’ 

With two of his most notable English works, viz. the Precepts of 
Jesus and the Appeals, is connected the story of Rammohan's con¬ 
troversy with the Baptist nussionaries of SriHunpur. The dispute 
arose over the Precepts of Jesus in which Rammohan had separated 
Christ’s ethical teachings from what he called the 'abstruse doctrines 
and miraculous relations of the New Testament’. In the true 
Hindu spirit he had rejected the doctrine of the divinity of Christ, 
but had admired the ethical teachings of Jesus. In reply to the 
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attack made on the Precepts of Jesus by the Sri^mpur missionaries 
Rammohan put forth the three powerful Appeals, the last with an 
array of argument and learning before which the greatest scholar 
and theologian would have quailed. He attacked Christian ortho¬ 
doxy in some other pamphlets, but his personal relations with 
orthodox Christians was always friendly. He assisted the Scottish 
missionary Alexander Duff in founding a school, and generously 
helped William Adam, formerly a Baptist missionary, to found a 
Unitarian church in Calcutta. Adam had been converted to 
unitarianism while attempting to convert RSmmoban to trini- 
tarianism. 

The study of the Vedanta and the Upanisads in his twenties was 
the turning-point of RSmmohan*s life. He was so deeply impressed 
with t\iw di^rines that he resolved to make it his life's work to 
preach them to his countrymen, The VedSnta-graraka and the 
Ved&nta-sar, containing his Bengali version of the Vedanta, came 
out in 1815-16, and were followed by a series of translations from 
the Upanisads into Bengali and English with introductions and 
comments of his own. These were epoch-making publications, as 
they put into everybody’s hands a knowledge had hitherto 
been guarded as the close preserve of the Brahman priest and 
pandit. All the while Rammoban was preaching the monotheistic 
Vedanta creed, and was calling upon bis countrymen to renounce 
the idolatrous and superstitious practices of popular Hinduism. 
Orthodox Hindus were highly indignant, but Himmchan was un¬ 
daunted. The spirit that inspired him is best set forth in his own 
words: 

The ground which I took in all my controvcrales was not that of 
opposition to Brahmanism, but to the perversion of it; and I endeavoured 
m show that the idolatry of the Brahmans was contrary to the practice 
of their ancestors and the principles of the ancie n t books and authorities 
which they profess to revere and obey.‘ 

Further: 

fiy taking the path which conscleoce and riocerity direct, I, bora a 
Brahman, have exposed myself to the complainings and reproaches, 
even of some of my relaticns, whose prejudices are strong and whose 
temporal advantage depends upon the present system. But these, how¬ 
ever accumulated, I can tranquilly bear, trusting that a day ^ arrive 
when my humble endeavours will be viewed with justice, perhaps 
* Auiehiofraphical Skateh, 
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acknowledged with gratitude. At any rftce> whatever men may $ay> I 
cannot be deprived of tbi$ consolation: my motivea are acceptable to 
that Being who beholds in secret and compensates openly.’ 

Pre^resaive elementa in the cemntry answered his caJI, and the 
Bnhma Samej was founded in iSaS. Meantime, particularly in 
the years iSiS-23, be was leading the agitation for the abolition of 
SuCtee, and turning out pamphlets to silence his opponents In the 
orthodox camp. All aspects of public life, religious, social, educa- 
tional> political, and economic, engaged his attention. He founded 
schools, and urged the introduction of English education into India 
in a forcehil letter to the Governor-General.* He wrote appeals to 
the Supreme Court of India and to the King in Council for the 
liberty of the Press. With these appeals there began in India the 
new era of constitutional agitation for political rights. His in¬ 
defatigable energy further showed itself in the founding of the 
three journals, the SofnvSd Kawnudi, the Brahmunical Mogaiim, 
and the MirSi-uJ'Akhbar, the last the first Persian newspaper in 
India. 

In 1S30 Rimmohan was decorated Paja by the Emperor of 
Delhi and sent as envoy to England. Among other activiues he 
gave evidence before the Select Committee of the House of Com¬ 
mons on the judicial and revenue systems of India, and put forth 
a brilliant essay on that subject. He also wrote on the European 
colonization of India and on the rights of Indian widows to inherit 
property. He took a keen interest in the Reform Bill, considering 
the struggle between the Reformers and the Anti-Reformers as a 
‘struggle between liberty and tyranny throughout the world; 
between justice and injustice, and between right and wrong’. He 
publicly avowed that in the event of the Reform Bill being d^eated 
he would renounce his connexion with England, Earlier in life he 
had been keenly interested in the French Revolution, and had 
championed the cause of popular freedom is Ireland, Naples, and 
the Spanish colonies. He gained many :&iends in England, 
and was addressed by Jeremy Bentham as bis ‘intensely admired 
and dearly beloved collaborator In the service 0/ mankind’. There 
is a special sadness in his death which took place in England, not in 
his own country. Or perhaps it was proper that England should 
be the last resting-place of an Indian who believed so ardently in 
the fision of the East and the West. 

* AhndgfWftt of the Vtdonui, 


* See p. 113 , 
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As a writer of Bengali pro&e RSmmohaQ is Co be judged from his 
introductions to his translations of the Vedanta and the Upanisads 
and from his pamphlets’ on Suttee and ocher social and religious 
topics. He is terse, clear, and altogether more competent chan his 
contemporaries, but has little charm or sweetness of style. His 
limitations are easily understandable in view of the age in which 
he wrote. Bengali prose was in such an undeveloped state at the 
time that in the Introduction to his first Bengali work, the Ved&nia~ 
granika, Rammohan had to give hints to the reader how to read 
and understand him. 

'Che Western influence, of which Rammohan was the first great 
product, operated through several channels, but mainly through 
the introduction of English education. This was the name given at 
the time to the teaching of Western arts and sdences through the 
medium of English, and the demand for it came from all quarters, 
official and non-offidal, British and Indian. On the Government 
side the necessity was felt for the creation of an anglicized Indian 
intelligentsia which would be a support for the imperial power and 
the connecting'link between it and the masses. There was, besides, 
the prudential motive of training a body of Indians who would per¬ 
form the clerical and the lower administrative functions at a smaller 
cost than if the same work had to be done by men brought over 
from England. The British commercial concerns advocated English 
education from the same prudential motive, and the Christian 
missionaries, such as Alexander Duif of the Scottish Mission in 
Calcutta, saw in anglidzing the Indian the preliminary step to 
christianizing him. The noblest advocates of Ei^lish education 
were the Government officials and the non-official educationists, 
bred in the humanitarian ideals of British liberalism, who were 
anxious that India, by receiving the benefits of the Western arts 
and sciences, should be bound to Britain by ties superior to those 
of politics and commerce. Macaulay, then President of the Board 
of Education, and the author of the famous Minute of 1835, is the 
Government official to whom India's thanks sre mainly due for her 
English education. English was adopted by the Government as the 
language of education in 1835, as the language of the law-courts in 

' PrawUnk o N^^arttaJter Somvdd (two pamphleU); GostB&rar sakit 
VitMr', Sitbrakaum^ S6strv t^t Vickir', KavilikSrer foAie Vithir\ BrihnoH^ 
(number* 2, usd 3); Tidri 0 Sisya Soffixfddi Chdri Pmsnar Uttar; 
Pathyc-praddn, 
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i$38, and it was made the passport to Government service in 1844. 
The strongest demand for it came from among a number of pro¬ 
gressive Hindus who saw in the modern scientific learning of 
Europe the secret of the superior power and efRciency of modem 
Europeans, and who were anxious to import that learning in order 
to combat the social and intellectual backwardnesa of their country. 
The greatest of these Hindus was, of course, lUmmoban Riy, who 
forcefully put the case for English education in the famous letter he 
wrote in 1823 to the Governor-General protesting against Ae pro¬ 
posed establishment of a Sanskrit college in Calcutta. 

This semicAiy (sinular in character to those which existed in Europe 
before the time of Lord Bacon) can only be expected to load the minds 
of youth with grammaticaJ niceties and metaphyaical distinctions of 
Utde or no practical use to the possessor or to sode^. The pupils will 
there acquire what was known a,000 years ago» with the addidon of vain 
and empty subtleties since produced by speculadve men.... I beg your 
Lordship will be pleased to compare the state of science and literature 
in Europe before the time of Lord Bacon with the progress of knowledge 
since he wrote. If it had been Intended to keep the British nation in 
ignorance of real knowledge, the Baconian philosophy would not have 
been allowed to displace the system of the schoolmen, ... In the same 
way the Sanskrit system of education would be the best calculated to 
keep this country in darkness, if such bad been the policy of the British 
legislature. 

It should be remembered, however, that none of the promoters of 
English education—the pre^ressive Hindus, the missionaries, or 
the Government—had it as their object to discourage Bengali. The 
Indian vernaculars not yet being sufficiently developed, the initial 
question was whether English or the classical languages, Sanskrit, 
Arabic, and Persian, should be the medium of Western education; 
and the decision was rightly made in favour of English. The ver¬ 
naculars were not neglected; the system of education very soon 
became bilingual, and it was hoped that the contact with English 
would help the vernaculars to develop. The hope has been amply 
justified in the case of Bengali, which has since replaced English as 
the medium of instruction in schools, and is now a subject for the 
highest degree courses of Calcutta University. 

The Hindu College, founded in Calcutta in 1817, was the 
premier seat of Western learning in the early nineteenth century. 
Under the guidance of David Hare, the first principal, and H. L. V. 
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Derozio and D. L. Richardson, professors of EngHsh, the college 
became a centre of great intellectual activity, in :^ct the nursery of 
the modem spirit In India. It effected a reinDlurion in the ideas of 
the young men whom it inspired with love of Western aru and 
sciences. Some of those men were the makers of modern Bengal 
and modem Bengali literature.* Most of the social and political 
reformers of the age too were old students of the Hindu CoHegc. 
We do not fo^el the service rendered to Bengali literature by 
members of the Sanskrit College of Calcutta,^ but their work, on 
the whole, was less important. They were conservative and carried 
on the old Indian tradition, while the writers of the Hindu 
College group were angHcists and modernists. 

The first effect of English education was that a considerable 
section of young Bengal became denationalized and hyper-western- 
ized. In the Seksi Sr EkSi by Rijnarayan Vasu^ we get an amusing 
picture of the fashionable cult of westemism, of the bright young 
things of the day crying down everything Indian and exaggerating 
the value of everything European. Many embraced Christianity 
not so much out of religious conviction as for the reason that ft was 
the religion of Europeans. Many attempted literary work in English 
out of contempt for Bengali. Madhusudan Datta* is the most con¬ 
spicuous example of this. For the new Bengali howge^ and intel¬ 
lectual there was a particular snob-value in aping the ruling race, 
and they earned for themselves the jibe that they had successfully 
westernized themselves in everything except the colour of their 
skin. The intense missionary activity that set in after the passing 
of the India Act of 1833, and the prevailing cormptioos of Hindu¬ 
ism, were partly responsible for thdr adoption of Christianity; just 
as the undeveloped and primitive condition of Bengali literature 
was partly responsible for their desire to write in English. Western 
learning and civilization acted like strong wine on the young 
Indians of the day, and it was inevitable, considering the degrada¬ 
tion into which the country had sunk, that they should go to 
extremes and try to westernize themselves completely. 

The tide turned in the second half of the century when the 
movement began for the creation of a national culture. The 

' Ki«iprteid Gbote, Rlmfopil Gboae, KrisAtmohao Btfietjet, 
DcveodraUth Ttgorc, PrMaafwkumSr T«^or«. Als«r-kumir Dww, Govind 
Chandn DuR, Bhudeb MuJcerji. R^jnSriTaa Vssu, acd Madbusudsn Data. 

* Sea p. 2a6. Uwar-ehaadra Vidyiafigar wa* the sreateat of them. 

* See p. X27. * See p. 136. 
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westeTni2ed writers no longer held themselves aloof from the 
national life, and devoted themselves henceforth to the national 
literature and culture. The Brahma Samaj succeeded in checking 
the tendency towards conversion to Cbrisdanity, and the newly 
awakened spirit of political nationalism stimulated the interest in 
national culture. While patriots like RSmgopIl Ghose and Harish 
Chandra Mukheijee* were awakening the political consciousness 
of their countrymen, westemlied intellecruaJs like Madhusudan 
Datta were coming ba^ to their mother tongue. Some of them-— 
and Madhusudan Datta is again the most conspicuous example— 
had realized the futility of trying to distinguish themselves by 
writing in English. They had also realized the great opportunities 
that were waiting for them in their native literature, and the 
spiritual suicide that they had courted so long by withholding 
themselves from the national life. The return of these westernized 
writers was a momentous event in the history of Bengali literature. 
They were the real makers of the modem literature, and the 
modem period properly began with them. Although Western 
influence had been in operation since the beginning of the centuty, 
it produced its best results in their work. 

The Indian renaissance, although it began in 1800, did not fully 
come to its own until the second half of the century. The writers of 
the hrst half were either British missionaries and educationists who 
did not possess a sound knowledge of Bengali, or Bengali pandits 
who did not possess a sound knowledge of English. The writers 
after 1850 were equally well versed in Bengali and English, and 
they enriched their native literature with the ideas they had acquired 
from English and other European literatures. 

It is now common knowledge that British rule in India, besides 
bringing about a political and economic revolution, brought about 
a greater revolution in thought and ideas. Old ways of life were 
challenged, and new lines of development were pursued. The most 
significant things in the literature of the nineteenth centuty were 
bom of the impact of the West upon the East. This impact was 
spread over every sphere of life, religious, cultural, social, political, 
and economic. The advent of Western learning in Bengd was of 
importance comparable with the advent of the Renaissance in 
fifteenth-century Europe, and its immediate effect was to stimulate 
literary production on an unprecedented scale. Even allowing for 
’ Editor of the ffinAi Patn&t. 
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the possibility that some earlier works have perished with the 
manuscripts that contained them, and that others may yet be dia> 
covered, the literature produced in the centuty and a half after 
j$oo is still probably larger in quantity than the whole of the 
literature produced in the nine or ten centuries before that date. 

In quality, as well as quantity, this literature is comparable with 
the contemporary literature of minor European countries, and its 
main bulk bears the mark of Western influence in some form or 
other. The immediate and whole-hearted response Bengali liters* 
tore gave to Western influence appears all the more remarkable 
when we remember that it had not been touched by any foreign 
influence before. The literature of the nineteenth century, par¬ 
ticularly of the second half, was the work of writers in whom the 
East and the West had met, and who represented in different ways 
and degrees the harmonies and discords that had resulted from 
that meeting. Western influence is seen quantitatively in the 
mass of Action, poetry and drama, in the literature of information, 
thought and knowledge, and, above all, in an immense journalistic 
literature, all either translated from English or almost entirely 
based on English or European models. The Influence is seen 
qualitatively in such works as the epic {Me^hiSd-vadh) of Madhu- 
sudan Datta, the novels of Badkim-^andra Giattopadhiy, and 
the devotional sor^ and many lyric poems of Rabindranath 
Tt^re, which are Indian in essential character and outlook but 
European in form and technique. Both these classes of work bear 
the impress of European thought, sometimes even feeling. The 
best writers of the nineteenth century and the present day belong 
to the second class, as will the best writers of the future for a long 
time. This does not mean that there has been no conservative re¬ 
action against Western influence, but that the reaction has beer) 
sectional and ineffective. The cultural development of Bengal 
under British rule has mainly been in the direction, indicated by 
Rammohan Riy, of a synthesis of the East and the West. 

The movement for a national culture that began in the second 
half of the century was not directed against westernism and 
modernism as such, but sgainst the slavish westemism, and the 
extravagant modernism, that had prevailed before. What is more, 
the movement was equally strongly directed against the conserva¬ 
tism that stood for the perpetuation of the old Indian conditions, 
The social novelists and dramatists of the age furnish some good 
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instances of this. They show up the evils of both hyper-westem* 
ism and hyper-eastemism, of exces&ve modernism and excessive 
conservatism, and they suggest a ma media, a judicious compromise 
between Europeanand Indian ways. Ofthetwocomedies written by 
Madhusudan Datta^ one ridicules the follies of the hyper-westem- 
ized younger generation, and the other exposes the vices of the 
older generation living in the orthodox Indian way.* The first of 
these plays acquires a particular piquancy when wc remember how 
hyper>westemized the author himself was in his youth. But he 
was a different person when he wrote the play, and the change that 
came over him was the signal for the change that came over the 
anglicized commxmlty generally. The craze for writing in English 
died down by the seventies, and the westernized intellectuals 
realized that they would best employ taste and talent, which they 
had cultivated by the study of English, in improving the standard, 
and increasing the stock, of their own native literature. 

In the new chapter that thus began in the history of Bengali 
literature there was no room for the writers of the old school un¬ 
touched by Western ideas. How great a gulf separated the new 
school from the old may be seen from the following remarks of 
Baiikim-chandia Chattopadluiy on Iswar-chandra Gupta: 

Madhusudan, Hem-chandra, Kavin-ebaadra and Rabindranath are 
the poets of educated Bengal, lewar Gupta is the poet of Bengal. The 
*pure’ Bengali poets [i.e. untouched by Western ideas] are no longer 
bem—they cannot indeed be born. Nor is there any need for them to 
be bom. Unless Bengal goes backward, to a state of degradatioo, the 
‘pure’ Bengali poet will no more be bom. 

Iswar Gupta was the last of the old school, and he was separated 
from Bahkim, and from the writers mentioned by Baiikim, by 
the revolution in taste and idea that Western infiuence brought 
about. 

Fully to assess the eHects of Western influence it will be neces> 
sary for us to recapitulate some of the things that we have already 
said about the condition of our literature before the nineteenth 
century. Bengali then occupied the same subordinate position to 
Sanskrit, Persian, and Arabic as the modem European literatures 
did to Latin and Greek in the medieval and Renaissance tunes. 
The classical languages perfonned the important functions of the 
Church and the State, and were the media of higher education and 

' See p. 241. 
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culture. Bengali was the literature of the common people, and it 
led a Bccond-hand existence on themes and modes almost all de¬ 
rived from Sanskrit. It was deficient in taste and refinement, in 
the sense of form and style, and it had the limited range of ideas and 
experience of a folk literature, It had no prose—and prose is the 
backbone of a literature—no critical, historical, political, or 
scientific writing, no works of thought and knowledge. There was 
some social matter in the poems of the loukik cults, but it was 
meagre, as the life from which those poems sprang was primitive 
and rustic. The poetry was more musical than poetic, the poems 
being meant to be sung as songs or, when long, to be chanted in a 
semi-musical manner. The versification accordingly obeyed the 
laws of music rather than chose of poetry, and was based, not on 
accent (which the Bengali language has not got) or syllable, but on 
m^trS {moral weight of syllable). Nor did the poets generally take 
advantage of the variety of verse-forms which were possible within 
the TnSir&vriita (morale) system, and of which the models could 
have been found in Sanskrit poetry. They were content instead to 
write in the stereotyped Payir measure, and with no other variation 
than the occasional use of the Tripadi. Both the Pa^r and the 
Tripadi observed fixed medial and terminal pauses, allowed no 
overflow, and encouraged a sing-song effect. The monotony of 
Bengali poetry, shackled to the Payir from Krittivla to lewar 
Gupta, does not need to be emphasized. It is true that the poems 
gained some variety from the musical tunes and modes in which 
they were sung, but their metrical monotony always remained, as 
did their character of being a hybrid between poetiy and music. 

In addition to the narrow range of outlook and expression there 
wu the narrow range of subject-matter. It will be no exaggeration 
to say that the literature subsisted on starvation diet in the nine or 
ten centuries before i8oo. A large part of it merely retold the old 
and well-known stories ofthtRSmSyana, MahSbkirata, BhSgavata, 
and other Sanskrit Puiinas, while another large part had for its 
subject-matter the equally well-known (chough less old) story of 
the love of Krisna and Radha, The story of Vidya and Sundar 
was the only one from Sanskrit which possessed novelty of Interest 
at the time when it was first used by our poets. Of the half dozen 
indigenous stories' belonging to the main lauhik cults the quality 

' The stories of BipuU, Killcetu, Dhfinapati, LSussd, MsTDimst], sod 
Gonkanitb. 
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was poor,' and their literary possibilities had been used up long 
before 1800, In respect of both form and content the condition of 
Bengali literature at the time of I^imnohan Ray was similar to the 
condition of English literature at the time of Chaucer. 

The main reason for the poverty of the literature was that It had 
CO independent, secular life. It was entirely harnessed to religious 
or semi>re]igious cults, and it was intended for sectarian propa¬ 
ganda. The writers were prompted by religious rather than artistic 
motive, and were more interested in glorifying the deities and saints 
of their own sects than in studying man and nature. The literature 
was dominated by the spirit of Bbakti (devotion), and did not 
possess a single work inspired by pure human interest or pure joy 
of liv ing So deep was the religious obsession that even when the 
theme was secular, as for instance the secret love of Vid}^ and 
Sundar, a religious framework had to be imposed on it. The human 
note was struck more clearly in the Vaisnava Pads than anywhere 
else, but even there human love was put in an allegorical-spiiitual 
setting and regarded as the training^round for religious devotion. 
The most de^euing effect of the religious influence was on the 
writer's personality. The doctrine of self-suppression was carried 
too far, to the point where the writer was left with nothing but 
a ^mple, primitive piety. Hence his lack of initiative and enter¬ 
prise, his escape into stagnant authoritarianism and effete con¬ 
ventionality. 

Being a literature of escape Bengali had little interest in, or con¬ 
tact with, the actualities of life. The bulk of it was monotonous, 
platitudinous, convendon-ridden, and devoid of substance, variety, 
and virility. A comparison with its present state will show how the 
contact with English literature has given it substance and variety, 
intellectuality and modernity. It has developed a wide range of 
interests and has become a fit medium for adult and dvilieed con¬ 
sciousness. More important than anything else, it has become 
humanized. The old mystical-devotional obsession persists but 
does not prevail, and the literature now has increasing contact with 
life and with worldly things. The English language has given the 
Bengali writer access not only to English literature, but, through 
translations, to the literatures of Europe. The Bengali writer need 
no longer live in the darkness and isolation of his native medieval¬ 
ism; he is a dozen of the entire modem world. Bengali was the 
^ Aa exMpeioA should be made of the MisssS £ible. 
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quickest and the most whole>heaited of the Indian veraacuJar 
literatures in responding to Western infuence; that is (he 
reason why it acquired the position of the premier modem Indian 
literature in output and original power. As in the nineteenth 
century, its influence still extends over all the other Indian litera- 
tures, and, next to English, it is the greatest modernizing and 
vitalizing force in present-day India. 

Nourished by Western thought and feeling, Bengali literature 
put forth new leaves on every branch. New developments took 
place in poetty and drania, and prose was bom. The birth of 
prose led to the birth of journalism, the novel and the short story, 
the essay, and other forms of writing. Prose and Journalism were 
bom before 1850, but for the others we have to wait untU after 
that date. As already stated, Western influence was not fully 
operative until after the young Bengali intellectuals, denationalised 
and hyper-westeroized by the first impact of Western civilization, 
had returned to the service of their native culture and literature. 
Iswar Gupta, the last of the old school of writers untouched by 
Western Influence, died in 1859, and the modem movement in 
Bengali literature properly began in the late fifties. Although the 
Hindu College had been established in 1817, English education 
did not become widespread until after EngUsh was adopted as the 
medium of instruction by the Government in 1835. There is, 
besides, a further reason why Western influence did not bear 
fruit earlier. In the second half of the eighteenth century Bengal 
had been reduced to the lowest depths of poverty, starvation, and 
ignorance, and the first half of the nineteenth century was mainly 
^en up with economic recovery, social reformation, and cultural 
regeneration. The literature practically had to be reborn in 1800, 
and it had to have some time to absorb the Western spirit, and so 
to develop its powers, before it could achieve any remaritable 
results. 

What has been said above will explain the preponderance of 
text-books, and the absence of original works of merit, in the years 
1800 to 1850. The barrenness of that half-century Is most evident 
in Its poetiy, which was as meagre in quantity as it was old- 
fashioned and Inferior in quality. Iswar Gupta’ was the greatest 
literary figure of the age, but Ms poetry was old-fashioned and 
mediocre. The great fame he enjoyed as a poet in his own day has 

' See p. 134. 
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smce been eclipsed by his ^me as a jomnalist. He is virtually 
the ^ther of Bengali journalism, and edited several periodicals, 
of which the SarwSd Prabhafurr was the greatest, Its success 
encouraged Iswar Gupta to start the monthly PrabhSkar. The 
two papers received contributions from the leading writers of the 
day, and they served as a training-ground for many of the best 
writers of the younger generation. Rahgalll Vandyopidhay and 
Manomohan Vasu, Aksay-kumar Datta and Dinabandhu Mitra, 
Baiikim-chandra Chat^opldhay and Hem-chandra Vandyopadluy 
—they all started their literary career in the PrabhSkar under the 
guidance of Iswar Gupta. The student of Bengali literature owes 
a special debt of gratitude to Iswar Gupta for the lives he wrote of 
Mukundailm, Bhirat-chandra, RampraaSd, and some other old 
writers. These were the first literary biographies compiled in our 
language. Iswar Gupta was no prose stylist, however, and his 
artificial rhythms, labyrinthine clauses, and jingling alliterations 
verge on the ^ntasdc. 

The growth of prose was the main thing in the years 1800 to 
1850. At its birth prose was clumsy and club-footed, pedantic and 
text-bookish, involved in syntax and loaded with jaw-breaking 
classical terms. It was not a spontaneous growth from the natural 
language of the people, but an artificial coinage of the pandit, who 
created it with the help of dictionary epithets from Sanskrit. The 
periodical and, later, the novel and the drama helped to relieve it 
of its classical coat of armour, to make it modem, and to give it the 
nacuralneas and fiexibility of the spoken language. The history of 
prose style in the nineteenth century is that of the replacement 
of Sidhu-btulsa (literary language) by Chalit-bhasa (colloquial 
language), and the influence of ^iglish was uppermost in bring- 
about that change. The pandit, the origii^ creator of prose, 
knew little or no English, but the later writers had all of them 
received an English education at school and had been bilingual from 
early youth; with the result that, consciously or unconsciously, 
they Introduced the characteristics of English prose while writing 
io Bengali. The extent to which Bengali prose has become 
angliciaed in texture and rhythm will be seen riom the simple 
fact that all the English punctuation points are now thorougMy 
at home in Bengali as they are in English, although prior to the 
nineteenth century Bengali had no point other than the full-stop. 

The transition from the old to the new prose is noticeable in 
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Bhawnicharan VandyopadhSy. Wc have already met him as a 
journalist,’ but he U better known as the author of some social 
sketches, such as KaWditd Keonal&lay, NatydiSbux^Ss, and Natya-^ 
in which he shows up the follies and vices of the new- 
rich Bengali of the twenties and thirties. Bhavanicharan has too 
broad a sense of fun, and is given to coarse vituperation; but he 
writes with observation aod knowledge^ and his social sketches are 
among the forerunners of the Bei^li novel. He is not sure of 
prose as his medium, and mixes it freely with verse; nor is he able 
properly to blend the SSdhu-bhasa and the Chalit-bbisa. None 
the less he is of considerable historical importance. As a pioneer 
of the colloquial style and social satire he is the direct ancestor 
of Thakur* and Kaltprasanna Simha.* Even more 

important, he was the 6rst writer who made an effort to use prose 
for creative work and for giving literary pleasure. He has the long- 
windedness and other faults of the age, but is capable on occasion 
of writing with remarkable directness and ease. He is one of those 
writers, met in every literature, who have considerable inBueoce 
although their achievement is small. 

Another writer who deserves to be noticed is Krisnamohan 
Vandyopadhiy, the learned compiler of the cyclopaedia of general 
knowledge entitled VidySkdpa^vm. Like many other educational 
and semi-educatiooal works of the age the cyclopaedia came out in 
Bengali and English, and its contents were mostly derived horn 
English and Sanskrit sources. 

Far more important than any prose-writer noticed so far is 
Aksay-kumar Datu (1820-86). He shares with Iswac-chandra 
Vidyisagar^ the credit of having created the new prose, of having 
perfected the style that was first rudely shaped by ^mmohan 
Ray. Like Iswar-chandra Vidyssagar he inherited Rlmroohan's 
^1 for reform, and the two authors—they were bom in the same 
year—ably carried on the fight Pimmohan had begun against 
intellectu^ backwardness and social corruption. Aksay, however, 
was not a practical reformer like Raxnmohan and Vidj^gar, as 
his indigent circumstances and ill health debarred him from active 
work. His life was one continuous struggle, and the beat part of 
it was spent in privacy and retirement. For loi^ periods he was 
virtually confined to his desk, but he made his pen a powerful 

^ See p. ja?. 

* Seep. 123. 


< See p. 106. 
* See p. 129. 
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weapon. He exercised great mfluence through his writings, and 
was one of the main forces of progress and enJightenment in his 
time. Even ss a boy he showed that industry and fortitude, 
that single-hearted devotion to duty and selfless pursuit of know¬ 
ledge, for which he won universal admiration in later life. He owed 
his literary career to Iswar Gupta,* who discovered his talent and 
encouraged him to write for the Frabhikar. Iswar Gupta also 
introduced him to DevendranSth Tagore,® the religious and social 
reformer who succeeded Rammohan Ray as leader of the Brahma 
Samaj and was himself a prose-writer of some distinction. Aksay- 
kumar’s great chance in life came when Devcndranlth started 
the monthly magazine Taitio^^dhim Fatnb& and put him in 
charge of it. The youi^ editor—he was then only twenty-three^ 
fully justihed his appointment, and for twelve years conducted 
the paper so ably as to make it a power in the land. His scientific 
and philosophical articles increased the store of the country's 
thought and knowledge, and his ethical dissertations corrected its 
manners and morals. The TattviobQdhini created a great tradition 
of serious and thoughtful writing, and raised the whole level of 
Bengali journalism. On retiring from the editorship of that paper 
Aksay-kumar got a post as school-master through the friendly 
offices of Iswar-chandra Vid^&agar, but his health did not permit 
him to keep if, and he virtually retired from all work in 1855. 

CkarupSih, Aisay-kumir’s most popular work, has been used 
as a text-book in schools ever since its publication. For the philo¬ 
sophical and scientific writings, e.g. Bokyovastur saJaS Manav- 
prakritir Samhandka,^ Dkama-mti, axidPadanha-eidya, the author 
was largely indebted to English works. His most frmous work, 
the Bharatvartiya Vpasak Samprad&y, was based on Horace 
Hayman Wilson’s Sects of the Hindus, but the matter was 

corrected and enlarged. It is a work equally remarkable for learn¬ 
ing and exposition, and more than half of if embodies Aksay- 
kumar’s own investigation. He was the first Bengali writer to 
employ modem and scientific methods of inquiry, and he shaped 
the language into a fit instrument of argument and discourse. 

It should not be supposed, however, that Aksay-kumSr’s thought 
is always profound and subtle, or that his language is entirely free 
from the pedantic circumlocution and turgid rhetoric of his pre- 

' Sec p. X20. > Fither of RahindrsmUi Tsgofe- See p. 1*7. 

* Hiu was based on the Co*wf/anm td Man by George Cooeil^ 
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dece&sors. As a matter of fact he ooJy too o^en drops into the 
sententiousness and banality of that age of middle-class reforma¬ 
tion in which he lived. The new bourgeoisie of Bengal had a pas¬ 
sion for moralization like the hotirgecdsie of other parts of the world 
at all times* and undertook the task of self-improvement with the 
same comical ardour and intensity. Hence the complacency and 
solemnity with which Aksay-kuiair and his contemporaries trot 
out the dullest platitudes. It is also interesting to note how the 
didacticism of the native Bengali brand was nourished and re¬ 
inforced by the didacticism that came from England. The English 
books that were most widely read, and had the most inHuence, 
were of the type represented by Isaac Wattses Improwmeni of the 
Mind,^ Maria Edgeworth’s Moral Tales,^ Robert and WiUiam 
Chambers’s Moral Class 5 ooA»* and Samuel Smiles’s Characier 
and Self-Help. The taste for these books was diffused by the 
missionaries* educationists, civil servants, business men* and other 
empii^builders from the English suburbs. As the British Empire 
became firm-founded, so did the solemnity of Victorian England 
become widespread in India. 

Aksay-kun^r was a teacher and a reformer rather than a man 
of letters, and could Instruct and exhort, but not entertain. In 
his hands Bengali prose acquired the much-needed qualities of 
clarity and vigour, but retained the derivative, utilitarian, and 
didactic character it had bad from its birth. But a new age in its 
history had already begun, and a new prose, one that was a ht 
instrument of literary artistry, had already been created. Its 
creator was the great Iswar-chandra Sam^ (xSao-pi), great as 
writer, scholar, educationist, social reformer, and philanthropist; 
and the book that began the new prose was his VetSl Paikkavimaii, 
published in 1847. Bom of poor parents* Iswsr-chandra had to 
struggle hard in early life, and is one of the world’s greatest self- 
made men. On completing his education at the Sanskrit College, 
Calcutta, he was awarded the title of Vidj^lgar, and soon after 
appointed Head Pandit in Fort William College. Acquiring early 
^e as scholar and teacher he became the Secretary, and later 
the Principal, of the Sanskrit College. The reforms he introduced 

' Tiiia was tnnskree by Knsnamohw VandyopA^viy as Chiiiotkartam^hin. 

* Maria Edgewonh’s story 'Reward of Honest was traoslated by Krisss- 
niohaj) Vandopidhiy. 

* Thia was cransUtsd by I«war*chandrs Vidyisi^v and RIjkrisaa Vaedyo- 
pidhSy uader the Utl« of Nit&odh. 
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there modernized the entire system of S&nskrit education in Bengal. 
As Inspector of Schools and Director of Bethune College he did 
invaluable v/ork for the education of boys and girls. Even more 
important than these was the movontcnt he led for legalizing the 
remarriage of widows. His reforms aroused bitter opposition in 
orthodox quarters, but like lUmmohan lUy he was invincible in 
polemic. Some of his pamphlets in support of widow>remarriage 
and the abolition of polygamy are masterpieces of argument and 
erudition. An ardent fighter for progress, he was one of the makers 
of modem Bengal. Great as were the qualities of his head, the 
qualities of his heart were even greater. Living a simple life he 
used to spend practically ail his income in charity, and Vid)€$§gar 
the philanthropist is still a household word in Bengal. He was 
also noted for great integrity and independence of character, and 
twice resigned high-paid government posts on questions of 
principle. 

Vidyasigar brought to the service of his mother tongue the 
great acquirements of bis classical scholarship. He translated some 
sections of the MahsBhSrata, compiled several Sanskrit readers 
and grammars (still the standard works for students), and wrote 
a critical dissertation on Sanskrit language and Ucerarure entitled 
Sawkrita BhSsS o Somskriia Sahitya Visayak Prastiv (1853). 
The dissertation was the first of its kind in Bengali, and the hct 
that it could be written, and written so well, shows how greatly 
the capacity of that language had increased in Vid^sagar’s hands. 
His ftmc published Bei^li work, VetSl PafiJiaoimsati, was written 
for the students of Fort William College, and was followed by 
a large number of other text-books. Almost all of them, as for 
insrance VSngalSr ItihSs, Jivan~£karit, Bodhodt^y KatkSmSl 3 , 
Ckani&tjaU, and AkhySn^md^ariy immediately became standard 
works for schools, and remain so to the present day. Though only 
text-books, they arc nevertheless important for the reason that it 
was partly through them that Vidyisigar carried out his great work 
of reforming the Bengali language. Before him the language was 
uncouth and unshaped, and in confusion, but Vid}^slgar gave it 
order and ^cm, clear meaning and correct form. That is at once 
evident in the four tales that are his major works: VetSl Panchavim- 
sati (based on a Hindi original), Sakuntald^ (based on the play by 
Kalidasa), SitSr VariavSP (based on the Utiarariimaikerita by 

' Published in J854. * Publlehed in : 86 e. 
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Bh^vabhuti), and BkrSntivilis^ (baaed on Shakespeare's Comedy of 
Errors). These too were meant to be used as text-books, and their 
subject-matter is not original. But they are not translations either, 
and may be regarded as la^y original works. In any case their 
importance Is in their language and style, not in their content. 
Here, in these four works, the true Bengal prose has at last arrived. 

With the rise of the middle class in the nineteenth century the 
demand for literature became more widespread than it had been 
in the past. Culture and enlightenment were sought by large 
masses of the population, while in the past they were restricted 
to the wealthy, academic, and priestly circles. The writers lived 
in towns (the majority in Calcutta) and wrote books that were 
widely circulated by the printing presswhile their predecessors 
had lived in villages and had sur^ or recited their works to small 
audiences. A democratic literature calls for a standard literary 
language, and Vidya^gar was the aitificer of standard literary 
Bengali. He was the brat to detect the natural rhythms of Bengali 
speech, and to deduce from them the basic form and structure of 
Bengali prose. Far from being antiquated or obsolete, his works 
have lost nothing of their original freshness. The language he 
created is the normal and standard language whose laws have 
remained valid to the present day, and are likely to remain so in 
the future. It was a language which everybody could use, and at 
the same time it had elements with which great writers could do 
great things. The pandits of Fort William College, the British 
missionaries, and the other native and foreign writers before 
Vidyasagar, had overloaded their language with Sanskrit words 
and bad added urmaturalness to uointelligibillty by blindly follow¬ 
ing the syntax either of Sanskrit or of English. But Vidyasagar 
borrowed no more than could be harmoniously blended with 
Bengali and was necessary to strengthen and dariiy its native 
genius. That is how he ensured the purity of his language, while 
his predecessors had written in one which cannot properly be 
described as Bengali. His language was close to common life, and 
at the same time raised to the higher power of art; it was colloquial, 
and at the same timereHned and elegant; lucid and precise, and yet 
colourful and musical; modem, and yet bound by the navel-cord 
to Sanskrit. The writers before him had observed an arbitrary 
divorce between Chalit-bh 3 » (colloquial language) and ^dhu- 
* Publi«bedm 1869. 
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bh 3 $a (liteiary language), and their style had faltered between the 
coarseness of the first and the pedantic obscurity of the second. 
But Vidjdisigar reformed them both and creat^ a style which 
combined the naturalness of the one with the strength of the other. 
To have fused Into a happy unity the vernacular and classical 
dements of the language was in itself a glorious achievement, but 
Vid)^8agar achieved more: he gave Bengali prose its distinctive 
music. From first to last, from the somewhat formalized Vetsl 
Po^havimsati to the lightly running BhrSntwilSs, we are always 
aware of a sensitive ear directing the disposition of his words and 
pauses. Here at last is a writer who has realized that prose should 
have beauty of sound as well as clarity of sense, and that its rhythm 
is different from the rhythm of poetry. The prose that there was 
before Vidyisigar either had no music at all, or had a bastard, 
pseudo-poetic music. ^ Now a new harmony, 'the other harmony 
of prose’, was bom in our lat^age. 

As is to be expected, Vid^Sgar was the main influence on the 
other prose-writers of the second half of the century. Some of 
them were hia colleagues and students at the Sanskrit College, and 
were directly inspired by him. They modelled their style on his, 
and liJtc him devoted their classical scholarahip to the puisuit of 
the vernacular tongue. Tarisankar Tarkaratna* retold the story 
of BSnabha|{a*s Sanskrit romance in Kadambori, and Rimgati 
Nj^yaratna wrote two romances, Rmavad and Jkkhoba, in the 
medieval Sanskrit manner. Ttrfisahkar's Kadamhari (1854) was 
one of the outstanding works of the age and still retains its vogue. 
Rimgati was a prolific writer, and his most important work, 
Vs^ 2 la BhasS 0 VSjigSlS Sahitya Visc^rak PrastSv (1873), is the 
first detailed account of Bengali literature to be written in Bengali. 

It was modelled on Vidj^garis dissertation on Sanskrit literature 
mentioned above, and it served as guide to many later histcriana 
of Bengali literature. KrianakamaJ Bhatfacharya, one of the most 
distinguished scholars of the time, wrote some tales which became 
very popular and speeded the coining of the novel. The best of 
these, DurakSnkhtr VrithS Bkraman, was derived from an English 
book called the Romance of HUtory. Krisnakamal also retold the 
story of Bernardin de St Piera’s Paul H VirprtU. Another French 

‘ As ic kaihakat^ (ttory^leUin^, yitrO (indlgenoua other populer 

«merta4nmeot«, and in some of Uwar Gupta'a prose. 
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clissic, Finelon's TiUmaque, became known to Bengali readers 
through the translation, via English, of Rajkrisna VandyopSdhay.' 
The Arabian Nights Tales found a translator in Nilmani Basak, 
well known in that age for hia NavanSri. DwSraJwnath Vidj^- 
bhusan translated Bacon's Advancsmeni of Ltarmng, but is better 
known for the Sompak&s, a political journal. 

In addition to the Sanskrit College group there were several 
other writers who, because they were members of the Hindu College, 
are known aa the Hindu College group. Madhusudan Datta is, 
of course, the greatest of these, but the Hektar^vadh, hia only 
prose work, shows him to have been no prose-writer. Devendra- 
nith Thakur* was a religious leader rather than a literary man, 
but has a place in our literature as the founder of the TatUoahodhim 
Patrika. He was, besides, the author of many sermons, and of an 
autobi(^aphy which is agreeable reading. Rljalrlyan Vasu too 
was a religious preacher rather than a man of letters, but will be 
dways remembered for the Siksl Sr EM (1874), ^ attractive 
little account of the changing Ber^I of the nineteenth century, 
and for the lecture on Bengali literature entitled VSAgSiS BhasS 0 
Safatya Vii<^fak VaktntS (1878). A more important writer than 
Devendranlth and lUjnlrayan was Bhudev Mukhopadhay, who 
was Madhusudan Datta's fellow student at the Hindu College and 
Vidj^gar's successor as an educatiomat- Hia best work lay in 
his moral and social essays, such as the AchSr PrahandhOy PSrivarik 
Prahandha, and SSm^ik Prdbandka; but the Aiiih&sik VpanySs, 
adapted from the afore-mentioned Romance of History, deserves 
mention as one of the forerunners of the historical novel. 

The social novel, and indeed the first regular and original novel, 
had already arrived. This was tho AlaUr Gharerlhdal (1858) by 
PylrichJd Mitra, better known by the pseudonym of T«k-ch 4 d 
Thikur. Prose-writers before Tek-chSd had almost all borrowed 
their material from Sanskrit or Er^lish, but T«k-chid showed a 
commendable concern for originality by inventing his own material. 
He had the didactic spirit characteristic of the nineteenth century, 
and his work is a cautionary tale written with the primary object 
of showing ‘the pernicious effects of allowing children to be 
improperly brought up*.^ The novel originally appeared in a 
monthly paper called the MSsik Patrikd which Tek-chid had 

* p. 1*3, £6otnot«, * See p. xzj, Thikur is an^idaed ts Tssoce. 

* EagLsh prefsce to the fim edlcien. 
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founded for the education of women.' The hero, a young and 
half-educated scapegrace of a new-rich middle-class family, wu 
a common type in the early nineteenth cenruiy. Bha\^charan 
Vandyopidliy* had already satirized the type in the Navaba- 
and there can be no doubt about bis influence on T^* 
chid. The story of AlSler Chartr Dulal U thin and loosely put 
K^ether, the incidents are irrelevant, and the characters shadowy; 
but the author has a real, though a bread and crude, scose of fun. 
He has a watchful eye for human folly and vice, and a good know¬ 
ledge of social mauaers and customs, but his blatant moralizing 
spoils his comedy. He is the pioneer of the novel rather than a 
good novelist, and it would even be fair to call Al&Ur Gkartr 
Dulsl a series of sketches rather than a novel. Its linguistic interest 
now outweighs the literary, particularly because it was one of the 
main forces that brought about the new prose of the second half 
of the century. At the time of its publication, as in the beginning 
of the century, prose was still under the domination of the Sidhu- 
bbisa (literary language). But Tek-chid was a stout champion 
of the Chalit-bhiaa (colloquial language), and wrote in a pre¬ 
dominantly colloquial style. This was a daring thing to do, and 
Tek-ch 4 d was taken to task by the purists and traditionalists. 
But be influenced some of the younger writers, notably Bahkim- 
Chandra Chat|o|«dhay, and at last the Chalit-bhisa secured its 
rightful place in polite literature. 

As we have already seen, the prose literature of the fust half of 
the century bad mostly consisted of teat-books, and the Sadhu- 
bhisa had been of great help in their preparation. But a more 
namral and intimate languj^ was needed for the novel and the 
other forms of creative literature that began after 1S50. The 
language of the pandit had provided the skeleton of the prose style, 
but the flesh and blood, and the living breath, could only come from 
the language of the people. These are among the reasons which 
made the younger writers turn to the untapped resources of the col¬ 
loquial language. For the vitality, variety, freshness, and modernity 
that our prose literature has acquired as the result, our thanks are 
in a large measure due to the pioneer effort of Tek-chld Thikur,’ 

' Th« ROf’^r^ikd, BdT 7 f£toiin. and some oih«r of T«k-cbld'» Uter work» 
were deagnad for the ia$CrucdoA of womeo. 

* See p. >21. 
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He was sufficiently a realist to make his characters speak in thdr 
own appropriate patois, to use coarse and vulgar expressions. 
But there was a flaw in his atyle^ which arose not from the fact that 
he used the colloquial language, but from the way io which he used 
it It docs not seem to have occurred to him that there is a difference 
between the spoken language and the written language, and that 
the latter, however close It may be to the former, must not be an 
exact transcript of it T^-chld courts obscurity by using many 
dialect words which must have been generally unintelligible even 
in his own day, and many of his passages are chaotic for lack of that 
minimum attention to grammar and syntax which is indispensable 
to good writing. In view of this it seems certain that he did not 
realize the hope, expressed in the Prefece to AlSUr Ohonr DulSl, 
that his book wotild be useful to foreigners wishing to acquire a 
knowledge of cclloquial Bengali. One would think that he was 
carried away by his enthusiasm for the colloquial langus^e, but, 
strangely enough, he often uses literary terms for which more 
suitable colloquial equivalents were easily available. For these 
reasons T^k-chkd’s work remains an experiment and nothing more. 
His starkly realistic manner did not caxch on, and the future 
development of Bengali prose style took place through the judicious 
mixture of Sadhu^biusI and Chalit*bh£sa on the lines indicated by 
Iswar-chandra VidyasSgar. 

Tek-chkd’s interest In social reform is all too evident in the 
stories contained in the volume entitled ikf4zd^ KhSoyS Bara DSy 
Jst ThSkSr H Vp&y~ He also wrote two allegorical novels, the 
Ahhedi and AdhyStnakS. Their style varies between the literary 
and the colloquial, and bears testimony to the uncertainty stiU 
prevailing in Bei^i prose style in the third quarter of the century. 

'^^•ch&d ’9 greatest follower was Klliprasanna Sunha, the 
celebrated author of Hvtom By&chSr Nahsa (1862). This was a 
series of sketches describing social life in contemporary Calcutta 
and exposii^ the profligacy and licentiousness of the new-rich 
Bengali baboo. Kaliprasanna knew marmcis and social customs 
well, and he bad also a good command of the colloquial tongue. 
But he was too little concerned with form and style to he a good 
writer, and was too fond of crude caricature and low bu£ooneiy 
to be a good satirist. Rutom PydchSr NakiS has some wvid 
and striking passages, but at its best it is a brilliant lampoon 
and nothing more. It will not be unfair or uncomplimentary to 
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mUpra«ajiAa to say that his greatness lay not so much in his own 
writings as in the help aad encouragement he gave to other authors. 
He di^ at the early age of thirty, but in his short life he did many 
things for the promotion of hia native literature and culture. He 
edited aeveral periodicals, the best of which was the Vidyotsahiniy 
the organ of a cultural society of the same name of which he was 
the founder. Kaliprasanna was one of the first to reccgni2e the 
genius of Madhusudan Datta, and he convened a public meeting 
to honour the poet at a time when Madhusudan was being generally 
greeted with abuse for the blank verse he introduced into Bengali 
poetry. When the Reverend James Long, a true friend of the 
Bengali people, was prosecuted, fined, and imprisoned for having 
published the English translation of the Ntldarpan,^ it was the 
patriotic and generous Kaliprasanna who gave Long the money 
to pay the fine. He wrote Bsbu-nS$ak and several other plays, 
and translated Kilidiaa’s Vikramor^josi. The laat was acted in 
Kallprasanna’s house In Calcutta, the translator himself taking a 
part. His greatest service to his mother tongue was the prose 
translation of the MahShharata that was pi^uced under his 
patronage, and published between 185S and i$66. A brilliant 
team of scholars worked on it for many years, and it superseded 
the translation produced a few years before by the pandits of the 
Maharaja of Burdwan.^ 

Another writer who should be mentioned here is RljendralSl 
Mitra, though he too, like Kaliprasanna Siipha, belonged neither 
to the Hindu College nor to the Sanskrit College group. He was 
a distinguished Iii^ist and antiquary, and his most notable publica¬ 
tions were the two miscellanies VividJiSrtha-iom^dta^d Rokasya^ 
sandarhka. The first of these was started under the auspices of 
the Vernacular Literature Society, and for learned and thoughtful 
articles it had no rival in that age except the T(AiV}ci>odhxmPiitnka. 

In the second half of the century the development of prose style 
took place mainly through the novel, which will be noticed in a 
later section. There was a mass of literature other than the novel, 
but its average level hardly rose to that of good journalism, 
Among the best axe to be noted the religious and other treatises 
[SSanya, Krisna-ckanira, Hharma-tathod) and the miscellaneous 

' See p. 150. 
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esssys {Vividha Prabandha, Lok-rahasya) of BaAkfm'Chandra 
Chattopadhiy. Coming Irom the pen of our greatest novelist 
these dissertations and essays could not fail to have attractive 
qualities of style and occasional flashes of original observation, 
but they also ^ow that Bahkim was a somewhat mediocre thinker. 
Aksay-chandra SarkSr» a follower of Bankim, was well known in 
that age for his contributions to the Vangadanan and to his own 
periodicals, the weekly SSdhdram and the monthly Nav^kjon. 
Three more of Baokim's followers deserve mention: Bijkrisna 
Mukhopadtuy, noted in that age for his Prabandhas; Clundra> 
nith Vasu, noted for his SakujUalS-tatiioa, Hindurtoxtuia, and other 
dissertations; and Pumacbandra Vasu, noted for his KSvya- 
sundariy Sofatya-cJuntS, and other essays. Kaliprasanna Ghos of 
Dacca was famous as editor of the monthly magazine BSftdfuK: and 
as author of several volumes of essays under such titles as Prabh&u 
diinia (Morning Thoughts), Nikih-chinta (Night Thoughts), 
and Nibhrita-chintS (Solitary Thoughts). Whether in the morn¬ 
ing or at night, in solitude or In society, his thoughts were always 
banal and ponderously eicpressed. In this way be represents one 
defect from which our literature has rarely been free, just a$ 
Chandrasekhar Mukhopadhay, the author of XJdbkrSnta'prem 
(Mad Love), represents another. The popularity enjoyed by 
VdbhrSnta'prm can only be explained by the fret that it is an 
o^ of sentimentality. 

It is a relief to ttim from these authors, and from many otheis 
like them, to Bajaniklnia Gupta, whose SipsM Yuddher liihSa 
(History of the Sepoy War) is a combination, rare in our language, 
of good scholarship and good writir^. RajanikSnta had a great 
admiration for ancient Indian civilization and expressed it in 
several works. Even higher praise la due to Harapra^d ^tri, 
one of our best prose writers and one of the greatest scholars of 
modern India. He wrote many antiquarian, historical, and literary 
treatises and essays, and two historical tales, the KSnchi2rtm2lS and 
Bener Meye, The last Is rather a striking piece of historical 
Imagination, quite a vivid reconstruction of Bengali Life in the 
Middle Ages. Praise is also due to ^unendrasvmdar Trivedi for 
his Prakriti and other books of essays on popular science. 

To turn to the writers on religion and religious philosophy. 
Many who belong to group were the product of the Brahma 
Samlj. Dwijendranich Thakur, a son of Devendrai^th 
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was a member of the Adi Brihma San^j. The Tatizoandya and 
GitSpSiher BkumkH are his best worb. The latter ia an intro¬ 
duction to the study of the OiVL Kesav-cbandra Sen, the leader 
of the Navavidhin section of the Brihma Sanuj, was an able 
writer and preacher. Towards the end of the century came the 
Swimi ViTekananda, a disciple of Bimkrisna Paramahanxsa, and 
one of the most inspiring writers and preachers of modern India, 
He gave an exposition of Yoga philosophy in Bhakti-yog, JiiSn- 
yog and Karma-ycg, and wrote many other works. The 'Back 
to the Upanisads' call of Elmmohan Riy had aroused a great 
interest in the ancient Indian religious systems, and a large part 
of the scholarship of the period was devoted to the editing and 
interpreting of the ancient texts. Rames-chandra Datta^ made an 
invaluable contribution to the study of the Veda by translating 
it and by issuing a Bengali edition of the Big Veda SamhitS. His 
HindusSstra, a compendium of ancient texts with translation and 
conunentary, was also very valuable. Scholarly translations of the 
RSmSyana and the MahSbhSraia were produced under the 
patronage of the Maharaja of Burdwan, and the Vangav^ Press 
under Yogendrachandra Vasu^ issued a large number of ancient 
worka in cheap editions. 

Mention should also be made of ocher types of literature. 
Sanjiv-chandra Cbattopadhay^ wrote a charmiog little travel book 
called Psldmau, and Sivnath Sastri^ wrote a biography of RSm- 
tanu LShifi which is valuable to the student of the social history 
of Bengal In the nineteenth century. The CharitSspik by KlUmay 
Ghstak and the NSricharit by Saudimini Siipha had short lives 
of famous men and women. There were se%^erai autobiographies, 
e.g. those by Sivnlth Sistri and Srimad Rasasundari; but the 
writers bad Uttle of signihcance to say, and, like many other auto¬ 
biographers, they made the mistake of supposing their life 
would be interesting to their readers because interesting to them¬ 
selves. Far more valuable were the biographies of Ben^Ii writers 
that came out in this period: the biographies of Rammohan 
Ray by Nagendranith Chattopadhay, of Madhusudan Datta by 
Yogindranath Vasu, and of Iswar-chandra Vld)^gar by Chan^i- 
charan Vandyopadhay. These are hill-Bedged works in the modem 
style, and represent a great advance upon the biographies of the 

' Seep. 16$. * Seep. *65, 

* See p. 165. * See p. 165. 
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old Bengali poets compiled by Iswar-chandra GupU earlier in the 
centuiy. 

Finally we should take note of the humorous essays and sketches 
on social and other topics. The beat of this class were: the 
Muckrim Gvrer Jivan-charit and the KamalSkSnier Dapittr by 
BaAkim-chandra Chatpof^hly; and the Kdpataru, KswUrim, 
and PAchu J'hSkur by Indnnlth Vandyopadhay. Indranath 
relies on buffoonery and fantasy more chan Bahkim does, but he 
also has the greater comic genius. He often transports us to a most 
delightful fun-land of absolute nonsense. His only rival is his own 
follower Trailakyanith Mukhopidhay, the author of KaMvaU. 
Pamarudhar, MaynS Koth^, and other works, KadiSvaH is the 
most delicious blend of folk-lore and social satire, fantasy and 
realism, and laughter and tears that we have in our language. 

Saudamini Siipha and Srimati Rasasundari, whom we have 
mentioned above, arc of special interest as being women. The best 
Muslim writer of this period, and indeed one of the best of all 
periods, is Mir Masaraf Akbar Husain. He touchingly retold the 
story of the Karvala in VuSdsindhu, and wrote several other tales 
and an autobiography. 

(ii) Po 6 tfy 

The first half of the century, then, was mainly taken up with 
prose. There was very little poetry, and that little was backward- 
lookif^, imitative, and mediocre. The purlnic and laukik deities 
of old, such as Rim, Kali, Krisna and Radhi, continued to supply 
the inspiration, and the imitation of Bharai-chandra’s style and 
technique was the order of the day, There was, besides, some 
imitation of RimprasSd Sen and the old Vaisnava poets. The popu¬ 
larity of Khe}^ and T^ppa songs (e.g. those of Nidhu Babu) 
continued unabated in the drawing-rooms of the weil-to-do, and 
the Kaviwilas continued to regale the rich and the poor alike. 
The Pichali soi^ of Dasarathi Ray, very popular between 1825 
and i860, were akin to the Kaviwall, Kheuf, H&p Akhjii, and 
other low forms of entertainment. Another very popular entertain¬ 
ment of the age was the YatrS (musical drama)* on the subject of 
Vidyl-Sundar. The salacious element in these kUt^ suggests a 
depraved caste in their patrons. 

Apart from Kama^anta Bha^^lcharya whom we have already 

* See p. 140, 
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meQtioned,’ there were but three poets in the years 1800^50 of 
sufficient impomnce to deserve meDtion. Raghunandan Gos^A^mi 
made a free version of the Rbn&yma in hU RSm-roi&yan, and 
wrote a long poem on the Krisna-Rldha theme entitled 
madhavoday- Madanmohan TaricalaAkar, the author of Rasa- 
tarangird and VSsaV’dattS, followed the ornate and artificial 
manner of later Sanskrit erode poetry, and had Bturat<handra aa 
his immediate model. His most attractive feature is his technical 
efficiency, and some of his verses, graceful and melodious, are sdll 
met, and read with pleasure, in anthologies. 

The most important poet of the age was Usvar-chandra Gupta 
(1812-59),* ^ importance is historical rather than intrinsic. 

He wrote agreeably on things of topical and quotidian interest, 
but did not make his poems art. A journalist by profession, he 
was a journalist in verse. He often imitated Bhint-clmdra, but 
was coo little an artist to do it well. While Sharat-chandra wu a 
classicist to his finger-tips, Iswar Gupta derived his characteristic 
manner from folk-poetry. From that source came the pawky wit 
and the racy langu^ of the social squibs with which Iswar Gupta 
achieved a popularity f&r surpassing that of any other Bengali poet 
in his lifetime. From folk-poetry, again, came his drollery and 
doggerel, his clowning and scurrility. One is the less surprised at 
his coarseness when one remembers that in his younger days he 
used to take part in the Kheup and IRip Akh^i. 

As a satirist be found ample material for ridicule in the transi¬ 
tional society of his day, but his ultra-conservative attitude made 
him laugh at everything that was new or European, irrespective 
of whether it was good or bad. He had grown up in the old ways, 
without English education (or regular education of any sort), and 
his roots were in the old Bengal untouched by Weatem influence. 
Yet he lived in an age of rapid westernization, and the first group 
of westernized Bengali poets had already appeared before his death. 
His historical position is that of a writer who was cast between two 
ages, the old and the new, and he is the bridge between the old 
school of poets whose last great representative was Blmat-chandra 
and the new school of poets whose first great representative waa 
Madhusudan. He is the last of the Kaviwila type of poet, but Is 
not altogether devoid of modernity. A conservative and a tradi¬ 
tionalist by nature and upbringing, he none the less kept in touch 
' p. 88. ^ S«e p. 119. 
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with current aifeirs and modem movements through his journalistic 
work. At a time when poets were still following the beaten tracks 
of devocionalism and eroticism, Iswar Gupta struck out a new 
path by writing on matters of social and public interest and on 
topical and everyday subjects. 

Perhaps the most attractive thing in Iswar Gupta's character 
was his love of hU country, its literature and culture. The patriotic 
note that runs through his work was altogether new jn our litera¬ 
ture, and a fertile source of inspiration to younger writers. In the 
first half of the century there was a grave danger of the anglicized 
Bengali youth becoming utterly denationalized, and Iswar Gupta 
was one of the main influences in bringing them back to the 
national literature and culture. His irmnense popularity made him 
the uncrowned king of the literary world, and many younger men* 
took to writing in Bei^all under his direction and encouragement. 
His influence was conservative, and in many ways retrograde, but 
there was this salutary element in it. 

One of the younger writers who clustered round Iswar Gupta 
and served their literary apprenticeship, so to speak, in the 
PrabhSkar and the monthly ProbhSkar, was Rahga^l 
VandyopadhSy. He was the author of the four narrative poems 
Padmin UpSMhySn, Karmodtvi, Syra-sundari, and Kanchi-hSverL 
The first, a spirited poem of patriotism and freedom, is on the 
well-known theme of Padmlni, the queen of Chitor, and Alluddin 
Kbilji, the emperor of Delhi. The theme is from Rajput history, 
which henceforth became a happy hunting-ground for Bengal; 
poets, dramatists, and novelists in search of stirrii^ tales of heroism 
and patriotisin. The themes of Kama-devi and SurasundaH were 
also derived from Rajput history. Rarigalal never completely 
threw off Iswar Gupta's infiuence, and has many old-fashioned 
elements in his poetry. But he had studied English poetry, and 
was much infiuenced by Byron, Scott, and Tom Moore. These, 
particularly Byron, seem to have been the English poets who were 
most popular in Bengal of the mid-nloeteenth century. 

RshgalH is not a poet of a high order, but his Padmins UpSkhydn 
is the first poem in our language which can be described as modem, 
it came out in the same year (r858) as the Samis^, our first 
modem drama, by Madhusudan Datta. Iswar Gupta, the last of 
the old school of poets, died in 1S59, the year which saw the 

* See p. ISO. 
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public^on of Madhu$udan*s Tilottepna. A new era in poetry 
began with the last, just as a new era in prose had begun with 
IswaT'Chandra Vid^sagar’s VetSl PaAchava^ati in 1847. The 
first regular Bengali norel was wrirten by Tlwkur in 

1858. The modem movement in literature was thus in full career 
in the late fifties, and it coincided with the new chapter in political 
history that began with the Queen’s Proclamation (1858) trana- 
ferring the control of India from the East India Company to the 
British Crown and Parliament. 

Madhusudan Patta (2824-73), ^ greatest poet between Bharat> 
cbandra Ray and Rabindranath Tagore, is undoubtedly the most 
interesting figure in our history. He was a man of real, though 
somewhat errs^lc, genius, and a courageous innovator of forms 
and types which altered the whole course of our literature and 
added new dimensions to it. To his adventurous spirit we owe 
blank verse and the sonnet, our first modem comedy and tragedy, 
and our first epic, He is the pioneer of our new (i.c. westernized) 
poetry and our new drama, The heroic note he introduced into 
Bengali poetry gave it a power and weight, a richness and elevation, 
it never had before. In his M^knSd-ijadh and VirSnganS the 
made Bengali muse sometimes spoke the language of \^l^ki and 
Vjdfea, as well as of Homer, Tasso, and Milton. In introducing 
blank verse he gave to Bengali poetry a music that was as rich as 
it was novel; with almost miraculous skill he elicited from the 
duJeet-toned Ber^ali vina the deep notes of the Miltonic organ. 

He is the earliest, and the greatest, product of Western 
influence, and represents in his life and work both its happy and 
its unhappy aspects. It was from English and other European 
literatures that his main inspiration as a writer came. From the 
same source also came the themes and modes with which he 
enla^d the boundaries of Bengali. By vkUie of his knowledge 
of those literatures he had access to a world of ideas and experience 
ht beyond the ken of any Indian before him, But if the most 
signal merits of his work are to be found in its Western elements, 
iUmost signal defects too are to be found there. He often imported 
those elements with more enthusiasm than discernment, and with¬ 
out full consideration of all the questions connected with their 
transplanution to the Indian soil, That is why his work is some¬ 
times a hybrid of foreign and native elements whose ultimate 
fusion, if possible at all, required poetic and critical powers he did 
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not possess. The East and the West no doubt meet with many 
happy resuits in his work, but they also meet superficially. His 
understanding of Western literature was not so great as his love 
of it, and he often seems to have cared more for the superficial than 
for the essential qualities of the things he imported. On those 
occasions when he is unable to make the originals his own, he 
remains a second-rate imitator. His superficiality on the Indian 
side arose from the opposite reason that he did not possess for 
Indian culture that deep and spontaneous love which is the pre¬ 
condition of full understanding. Hyper-westernized and utterly 
denationalized from early youth, he is the extreme example of the 
harmful effect that the introduaion of English education, and of 
Western ideas and ways, has had on some Indians. He grew up 
with a profound hatred of Indian culture and Indian ways, and 
obsessed with the ambition to distinguish himself by writing in 
English. It was only after he had been frustrated in that ambition, 
and at the comparatively late age of thirty-four, that he turned to 
the pursuit of his mother tongue. With the plays and poems he 
wrote in Bengali he succeeded in replanting hin^f on the native 
soil, but an essential part of him remained alien to the last, in 
the four years that he devoted to Bengali he realized that only in 
that language could he produce the best poetry of which he was 
capable. One would have thought, therefore, that he would have 
stayed on in Bengal and dug his roots deeper into the native soil. 
Such, however, was his hankering for Europe that he went and 
lived there for five years. Earlier he had discarded Hinduism, 
embraced Christianity, and taken an English wife. His is the tragic 
case of a man who h^ bis head in India and his heart In England, 
and who fell between two worlds, the East the West, But 
for that fundamental disunity in his consciousness he might have 
been a far greater poet and a happier man. 

Madbusudan had a very unhappy life,’ though this was in the 
main due to his inordinate worldly ambition and his careless and 
improvident ways. The son of a well-to-do lawyer, he was bom 
in the village of SSgard^i in the district of Jessore. Sagardkri 
stands on the river Kapotaksa, lovingly described by the poet as a 
stream of milk on the breast of his birthplace. At the age of thirteen 
Madbusudan was sent to the Hindu College, where he remained for 
six years. Here he formed what turned out to be lifelong friead- 
' See IaS« (i& Beogali) by Yogindranith Vasu. 
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ships with the school-friends Gaurd& BasSk, Rajoiiiyan Vasu/ 
and Bhudev Muidioj:«dlwy> Here too he conceived that love for 
English literature, and for Western ideas and ways, which became 
his dominating passion. He began to write verse in English, and 
to dream of coming to Ei^Iand to achieve poetic glory. The 
following was written at the ago of seventeen: 

I dgh for Albion’s distant shore, 

Its villages green, Its moimtalns high; 

Tbo’ friends, relations I have none 
In that fair dime, yet oh 11 sigh 
To cross the vast Atlantic wave 
For glory or a nameless grave. 

He wrote to Gaurdas Basik the following yearif'Ohl bow should 1 
like to sec you write my "Life” if I happen to be a great poet, 
which I am almost sure I shall be if I can go to England.’ The 
desire to go to England had become a fixation, as would appear 
from a letter written from Taroluk: ‘The sea from this place is not 
vety far. What a number of ships have I seen going to England!’ 
The boy had no lack of ambition or courage, and sent poems to 
Blackwood’s Magasine and Bentley's MiseeUasty. Byron was the 
idol of Madhusudan’s youth and the dominating infiuence on his 
English poetry. ‘I am reading Tom Moore’s Life of my favourite 
Byron—a splendid book upon my word.' That was in iS4a, hut 
in more mature years Madbusudan went to greater European 
masters than Byron. Homer, Ovid, Dante, Tasso, and Milton are 
the poets he mainly draws upon in his Bengali poems. He wrote 
to Hijnarayan Vasu: ‘I do not think R either reads or can 
appreciate Milton. ... He reads Byron, Scott, Moore, very nice 
poeta in their way no doubt, but by no means of the highest school 
of poetry, except, perhaps, Byron now and then. I like Wordsworth 
better.’ At the time of writing MeghTtid-vadh he admired Milton 
to the point of idolatry: 'Nothing can be better than Milton.... I 
don't think it impossible to equal Virgil, Kalidas and Tasso. 
Thoi^h glorious, still they arc mortal poets. Milton is divine.' 

The first act in the tragedy of Madhusudan's life was his con¬ 
version to Christianity.. It was the beginning of that estrangement 
from his country and bis people which got wider with time. It 
was also the beginning of his financial troubles, because of the 
strain that now sprang up in his relations with his &ther on whom 
‘ Sm p. lay. * Se« p. xa?. 
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he had been so loi^ dependent. The conversion was for Madhusu- 
dan one of the ways of westernizing himself, and bad little to do 
with religious conviction. Obsessed as he was with the desire to 
go to England, he thought it would be easier to fuUil that deaire if 
he became a Christian. The missionaries who converted him were 
as astute as they were unscrupulous. They observed the strictest 
secrecy, and they even kept the boy (he was nineteen then) under 
military guard in Fort William, lest his father, who was a man of 
means and influence, got wind of the matter and tried to rescue 
him. It was customary for converts to take a Christian name, and 
Michsel was the one chosen for Madhusudan. He now joined 
Bishop’s College where he could get free education as a Christian, 
but got into trouble with the authorities for wearily the college 
cap, a privilege not allowed to non-European students. The 
teachers at the Hindu College had stimulated bis love of literature, 
and now in Biahop*s College he developed an interest in languages. 
He retained that interest all his life, in the course of which be studied 
no less than twelve languages: Bengali, English, Persian, Sanskrit, 
Tamil, Telugu, Latin, Greek, Hebrew, French, German, and 
Italian. 

In 1848 Madhusudan went to Madras in search of a livelihood, 
and lived there for eight years, mainTaining himself precariously 
by teaching and journalism. He married an Englishwoman, 
separated from her, and married another Englishwoman. His 
second marriage was very happy, and lasted until husband and 
wife died withLi a few days of each other. The second wife was 
an excellent woman, but the tinfortunate part of the marriage was 
that it fur^er alienated Madhusudan from Indian society. The 
year after his arrival in Madras he put forth the Captive Ladte, his 
most considerable Ei^ish poem. The poem’s cool reception in 
some quarters put a salutary ^eck to Madhusudan’s most-cherished 
ambition. However creditable a performance for a non-EnglUh- 
xnan, the Capiivt Ladie is third-rate work by English standards, 
and gives no indication that Madhusudan would have been any¬ 
thing more than a third-rate poet had he continued to write in 
English. Returning to Calcutta as poor as when he bad leR it, 
Madhusudan took a post as clerk, and then as interpreter, in the 
police court. 

Madhusudan became a Bengali writer almost by accident. The 
rajas Iswar-chandra Simha and Pra^p-chandra Simha of Plikp^ 
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were about to stage a Bengali play^ In their private theatre at 
Bel^chhiyi, and Madhusudan was asked to prepare an English 
translation of it. Copies of the translation were to be given to the 
English friends of the rajas to enable them to follow the per¬ 
formance. At one of the rehearsals Madhusudan remarked to his 
friend Gaurdas Basak what a pity it was tlut the rajas should 
spend so much money on such a poor play. On his friend saying 
that it was not possible to hnd a good play in Bengali, Madhusudan 
replied with bis characteristic impulsiveness^ *A good play ? Why, 
I will write one.' No one could have imagined him capable of 
writing anything in Bei^ali in those days. As a student at the Hindu 
College he used to say that it was better to forget Bengali, and he 
had almost fo^tten it since. We know from his letters that while 
in Madras ‘he was losing his Bengali faster than he could mention’, 
and that he could not write to his father about the birth of his 
daughter because ‘he did not know how to do the thing in Bengali'. 
None the less SarmisfhS appeared ini858, and was performed with 
great pomp and success at Bel^chhiya theatre the following year. 
It is not a good play, but is important as the first Bengali work by 
Madhusudan and as the first Bengali play to be constructed in the 
modem Western style. Madhusudan knew that SarmisthS would 
be disliked by the traditionalists, but was quite unperturbed 
about it. 

What care you [he wrote to GaurdSs Bas&k], if there be a foreign air 
about the tUpg ISarmistha]} Do you dislike Moore’s poetry because 
it is full of orient^sm, Byron’a poetry for its Asiaoc air, Carlyle's prose 
for its Germanism? Besides, remember that 1 am writing for that por¬ 
tion of my countrymen who ^ I think, whose minds have been 
more or less imbued with western ideas and modes of chinking; and 
that it is my intention to throw off the fetters forged for us by a servile 
admifation of everythiog Sanskrit 

To Rijnirlyan Vasu he wrote: ‘If I live to write other dramas ... 

I shall look to the great dramatists of Europe for models.’ 

The above passages show the new spirit in Bengali literature, 
the spirit of which Madhusudan was the first and the most effec¬ 
tive expression. It was the spirit of innovation and experiment, of 
replacing the old by the new, of breaking away from native tradi¬ 
tions and adopting foreign standards. Madhusudan now sat down 

’ This was the RotTidtKzZt, translued from Sinskrit by RiomliSyaa T^ka- 
noui (sM p. : sc). 
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to write more pbys (‘Now that I have got the taste of blood, I am 
at it again'), and finished three in quick succession. As he said in 
a letter at this time, Padm&ixxti (1859) was based on the story of 
Paris offering the apple of discord to Venus. Because of the 
similarity that there is between Greek and Indian mythoiogy, the 
Greek gods and goddesses have easily slipped into the Indian 
gaibs Madhusudan has given them. Then came the two soda! 
comedies ki Bale S^kyats and Buro Salihs Ghafe J^. The 
follies and vices of young Bengal were ridiculed in the first, and 
those of the older generation were ridiculed in the second. None 
of these plays has any particular merit, but they helped the new 
Bengali drama to grow. What is more important, they indicated 
to Madhusudan the path of his life. They made him realise that, 
being a Bengali, he could best fulfil his genius by writing In Bengali. 
They rescu^ him from the self-imposed isolation in which he had 
so long courted a foreign muse, and they restored him to his 
natural environment. 

He DOW worked with amaring industry, like a man whose spirits 
had at last been fully released. his first Bengali poem, 

had already appeared in 1859. It is based on the pumnic story of 
the war wag^ on the gods by the demon brothers Sunda and 
Upasunda. Defeated and dispossessed, the gods create the beauti¬ 
ful Tilottama and send her down to Vindya forest. The brothers 
fall in love with her and kill each other. The story is Indian, but 
Madhusudan retold it in European style. His description of the 
defeated gods shows him to hsve read Hyperion, and bis newly 
created TilottamI is reminiscent of Milton’s newly created Eve. 
The poem has many faults, but it enabled Madhusudan to get his 
hand in for the supreme effort of Meghnad^vadh. Madhusudan 
was aware of its lack of human interest,^ and of what he called the 
‘roi^hish elevation’ of its language and versification, For the con¬ 
temporary Bengali reader its most exdring feature was the blank 
verse. 

The idea of introducing blank verse had germinated in a con¬ 
versation with MahlrajI Yatindramohan Tl^kur, The Maha¬ 
raja was sceptical about its suitability, and gave as his reason the 
fact that blank verse had not been a success even in French, a 

‘ wsni of what ie called “human inteiesc” win aa doubt strike you ai 
ooce, but you mutt remember that it ia a story of Gods and Titans, and I could 
aet by any means shove in men and women* (Lenar to Eijc£r£yan Vasu). 
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language much more developed than Bengali. To that the enthu¬ 
siastic Madhusudan replied that Bengali was the daughter of 
Sanskrit, and nothii^ was impossible for the child of such a 
mother. He added that he would prove that he was right by him¬ 
self compoaing a Bengali poem in blank verse, and the Maharaja 
said that he would have the poem published at his own expense 
if Madhusudan's efforts were successful. In saying that Bengali 
was the daughter of San^t Madhusudan probably had in mind 
the fact that Sanskrit verse was unrhymed. But the essence of 
blank verse la not so much the rhymelessness as the canying on 
of the sense from line to line, and the variation of the rhythm by 
shiftily the medial caesura; and for these Madhusudan was 
indebted to Milton. He took the standard fourteen-syllable line 
of the Bengali P&yu and brought It as close as be could to the 
Miltonic model. He also emulated to the best of hU powers the 
dignity and sublimity, the grand style, of Milton. The blank-verse 
passages he bad tentatively introduced into the prose of PadmSvati 
seem to have passed unnoticed, but a storm of censure and ridicule 
broke over his head on the appearance of TilcttamS. That poem 
was written entirely in blank verse, and so were the two later 
poema Meghnid-vadh and Vtr 3 /igan 3 . The later poems silenced 
the critics and detractors, and permanently established the vogue 
of blank verse in our literature. Some of Madhusudan’s readers 
were honestly puzzled by the novel and alien-sounding Amitraksar 
Chhanda (as blank verse was called in Bengali), but most of the 
oritidsm came from blind conservative pr^udlce. Madhusudan 
&oed his critics courageously and never lost faith in his ultimate 
victory. ‘The prevalence of blank verse in this country is simply 
a question of time,' he wrote to RajnSrayan Vasu in iS6o. His 
prophecy was fulfilled sooner than he expected, and within a year 
he wrote to the same friend, Tven the stiff pandits are beginning 
to unbend. . . . Blank verse is the "go" now.’ There can be no 
doubt that Madhusudan's innovation was as epoch-making an 
event in Bengali literature as Marlowe's mighty line was in 
Hogliah. Freed from the age-old fetters of the Payar, from the 
monotony of its fixed pauses and jingling rlQnnes, our poetry 
henceforth assumed a new life, a new beauty and power. 

That does not mean, though, that Madhusudan's handling of 
the new measure was altogether above censure. He was often 
harsh and discordant, verbose and noisy, involved and obscure. 
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He distorted words at pleasure aod courted dignity by using an 
mHated and periwigged style. The mfiucnce of Milton was not 
altogether aalmaiy, if one considers how arti£cial Madhusudan 
becaroe in straining after Miltonic grandeur. Like many English 
followers of Milton he was more successhil in imitatiDg Milton’s 
defects than his merits. A certain heightening is indeed necessary 
to epic and heroic poetiy. but the epic and heroic character of 
Mtgkn&d-vadh and Vir 5 ng(m& would only partly account for the 
unoaturalness of style and diction that one not infrequently finds 
in those poems. The explanation is rather to be found in the 
impetuosity and self-indulgence that characterized Madhusudan 
as a man and a writer. As the reader will have gathered from the 
excerpts from some of the letters quoted above, Madhusudan’s 
great gifts of enthusiasm and initiative were not tempered by 
judgement, and he was too self-satisfied by nature to consider what 
he did or wrote in a detached and critical spirit. To give an 
example: he was so highly pleased with himself as the pioneer of 
blank verse that he seems to have lost sight of the fact that in an 
unaccented language like Bengali blank verse can never be any¬ 
thing better than the shadow of what it is in English. The follow¬ 
ing excerpt from a letter offers another good example of how 
completely his chtical judgement could be eclipsed by over- 
enthu^asm: 

I need scarcely teQ you that the blank form of verse is the best suited 
for poetry in every language. A true poet will always succeed best in 
blank verse as a bad one in rhyme. The grace and beauty of the former’s 
thoughts will claim attention as the melody of the latter conceal 
the poverty of his mind. Besides, a truly noble mind will always wither 
away under restraint, of whatever description that restraint may be. 

By condemning rhyme-^^ he appears to be doing in this passage— 
Madhusudan condemns half the world's poetry, One would have 
liked to know what he would have said of his own Vr<^Siigan 3 
and sonnets. 

Fundamentally alienated though Madhusudan was from his 
native culture, he nevertheless bad two real afiiuitlea with it. One 
was his love of KrittitiU, Kisimm Dis, and some other old Bengali 
poets, and the other wad his love of Indian mythology. 'Though 
as a jolly Christian youth I don’t care a pin’s head for Hinduism, 1 
love the grand mythology of our ancestors. It is full of poetry. A 
fellow with an invendve bead can manufacture the roost beautiful 
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things out of it.’* TilctiamS was derived from Indian mytho- 
and MeghnSd-vadhy Madhusudan’s masterpiece, was based 
on aa episode of the Ramayma. But the latter poem was more 
Greek than Indian: 

It is my ambition to engraft the exquisite graces of the Greek mytho¬ 
logy on our own. In the present poem IMeghnSd-vcdi^ I mean to ^e 
free scope to my inventing powers ($u^ as they are) and to borrow as 
little as I can Vilmiki. Do not let this startle you. You shan’t 
have CO complain sgtun of the un-Hindu character of the poem. I shall 
not borrow Greek stories, but write, rather try to write, as a Greek 
wo;ild have done.’ 

Nothing could show better the tragic side of Western influence 
than that an Indian engaged in an epic should lay aside Vilmiki 
and should wish to write like a Greek. The passage also shows 
how uncritical and superficial Madhusudsn’s enthusiasms could 
be. Greek mythology had a spiritual reality for a Greek which it 
never could have for anyone else. 

Nor has Madhusudan actually succeeded in writing as a Greek 
would have written (that would indeed have been beyond his 
power), or in doing anything more than borrow some episodes from 
Homer and imitate his general heroic spirit. Ram’s descent into 
hell is derived from Homer, as is the machinery of the gods and 
goddesses taking part in the war between Ram and Ravan. 
Madhusudan goes to Tasso, Milton, and some other poets besides 
Homer, and skilfully assembles the materials he collects from 
many sources into an organic whole. He was perfectly Justified 
in saying* that he had constructed Meghn&d-vadh on the most 
rigid principles, and even a French critic would not find fault with 
it. He safeguarded the heroic character of his poem by keeping 
it completely clear of religion—a great achievement when we 
remember that all the vernacular versions of Sanskrit epics and 
senu-epica before him had been religious in character. The 
Bhakti element had even crept into the or^al RStmyana and 
MahahhSrala and destroyed their heroic character, Meg)tnSd‘ 
vadh has some fine lyric passages (e.g. Sl^’s description of her life 
in Panchavati) and some passages of spirited action (most notably 
in the seventh canto). It is the first and the greatest epic in our 
language, though this is not to say that it Is a great epic. Its heroic 
character is somewhat softened by the pathetic note with which it 
' Letter to Rijniriysn Vasu, 
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begins and ends, and its poetry is often spoilt by turgid rhetoric 
and declamation. Some of its znost serious flaws were gratultousiy 
inaoduced by Madhusudan through his wilful disrespect for 
Indian culture. Its theme is the killing of Meghnad by Laksman 
in the war between Ravan (Meghnad's father) and Ram (Laksman’s 
brother). Meghnad is the hero, and to elevate him and Rivan 
Madhusudan has wantonly degraded l^m and Laksman. 1 
despise Rim and his rabble, but the idea of i^van elevates and 
kindles my imagination.’‘ Rim and Laksman are two of the 
noblest flgures in Indian mythology, but in Madhusudan’s poem 
they are utterly devoid of valour and honour. It is open to question 
whether so unorthodox an attitude towards the national tradition 
is justified in an epic poet; the world’s greatest epic poets have 
exited their national idols. In any case the degradation of I^m 
and Laksman has not really served Madhusudan’s purpose of 
elevating Ravan and Meghi^; that purpose would have been best 
served if he had matched them against heroes worthy of their steel. 
In the RSmfyana Meghnid is killed in the battlefield and in fair 
fight, but in Madhusudan’s poem he Is unarmed and engaged in 
worship in a temple when Laksman appears clad in celestial armour 
and kills him in cold blood. Before his death Meghz^ throws a 
cup at Laksman who swoons at the blow. We wonder whether we 
are reading a heroic or a mock-heroic poem. 

The years 1861-2 were Madhusudan’s most fruitful period. 
They were the years of publication of MeghnSd-vadh, Ktisrui^ 
kum&ri^ VrajSngona^ and VirSriganS. They are also the years 
when Western influence was most operative, as all the above- 
mentioned works except Vrt^S^etftd were written on Western 
models. Krimakumiri was based on an incident in Rajput history, 
and is the first tragedy in our language. VrajSngana, a long lyric 
on the Krisna-Radha theme, is the only work by Madhusudan 
which is entirely In the native tradition. Except for a few passages 
here and there the poem does not come to life, and is on the whole 
a dull reproduction of the conventionalities of Krisna-^dM 
poetiy. VirSriganS was modelled on Ovid's heroic epistles, and 
contains some of Madhusudan's finest blank verse. Technically 
it is his best work. 

In the four years since he bad begun to write in Bengali, 
Madhusudan had produced five plays and three poems. He had also 
' Letter CO Rii&iriyaii Vmu. 

JW L 
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conceived the idea of a new epic and had made the preliminary 
plans for a new play. He had acquired feme and an honourable 
position in the country* and, most important of all, had come to 
realize that his seli-fulfilment lay through his mother tongue. '! 
had no idea’, he wrote to Rijnarayan Vasu in i86i, ‘that our 
mother-tongue would place at my disposal such eahaustless 
materials. . . . The thoughts and images bring out words with 
themselves, words that I never thought I knew.’ And to GaurdSs 
Basik at a later date: 

There is nothing like culdvadag aad enriching our mother tongue.... 
1 pray God that the noble ambition of Milton to do something for hia 
mother tongue and hia native land may animate all men of talent among 
ue. If there be anyone among us anxious to leave a name behind him, 
and not pass away into oblivion like a brute* let him devote himself to 
his moth^ tongue, That is bis legitimate sphere* his proper element.... 
Let those who feel that they bsve springs of feesh thought in them fly 
to their mother tongue.... Our Bengali is a very beautiful language* it 
only wants men of genius to polish it up. Such of us, as owing to early 
defective eduesrion know Httle of it and have learnt to despise it, are 
miserably wrong. It is, or rather, it has the elements of a great language 
in it. 

His fether having died in the meantime, Madhusudan had 
mherited sufficient means to live in reasonable comfort in his own 
country and to devote himself to his mother tongue. But his 
inordinate worldly ambition and bis lifelong hankering for England 
did not let him do that, and in 1862 he came to England wi^ the 
object of qualifying himself for riie Bar. His extravagant ways of 
living and his lack of practical wisdom involved him in grave 
iinancial troubles in England and France, but he was saved by the 
generosity of his Indian friends, particularly Iswar-chwdra 
Vidyi^gar. Returning to Calcutta in 1867 he commenced practice 
as a barrister, but proved a failure. His careless habits continued, 
and the rest of his life is a story of increasing suBering for himself 
and his wife and children. Homeless, destitute, and ill, he died in 
a charitable hospital in 1873. While in Europe he had written his 
book of sonnets which in many ways is his most satisfying work. 
The sonnet form had a happy restraining influence on his character¬ 
istic tendency towards exuberance. His last woiks were the prose 
Hektar-vadk and the play Maya-kSnan. 

T shall come out like a tremendous comer/ Madhusudan had 


CALCUTTA PERIOD 


147 

wrinen to Rijniriyan Vasu in 1861, describing himself more 
apdy than he knew. He was an alien star, a brief and brilliant 
wanderer into our literary fimament. The importation of foreign 
ideas and modea was his greatest achievem^t, and the best thing 
about hU poetry is its wide, aimosc world-wide, cultural aiHliation. 
His innovations are more remarkable than his intrinsic qualities, 
and he is greater in the traditions which he started than in the 
poetry which he himself produced. With all its merits Meghnads 
is a brilliant experiment rather than a great poem. 

The disappearance of the oral tradition as the result of the wide¬ 
spread use of the printii^ press in the nineteenth century had a 
salutary effect on the form of Bei^ali poetry. Poems were no 
longer meant to be sung or chanted (except when specially com¬ 
posed as words for music), but to be read and recited; and as they 
shed their primitive song-character th^ became what we should 
property call poems. The absence of accent in the Bengali 
language, and tht mStrSvriiia {morale) system of Bengali versifica¬ 
tion, would never allow Bengali poetry to be as independent of 
music as, for instance, English poetry is. But within that natural 
limitation poetry now had all possible freedom to live its own life, 
to develop in the light of its own laws of prosody, and to explore 
to the full its own resources of metrical and verbal beauty. New 
verse-forms were invented and variations were introduced in the 
old verse forms. For this the stimulus and the models came from. 
English poetry, just as the stimulus and the models for the new 
Bengali prose had come from English prose. Blank verse, the 
greatest formal innovation of the nineteenth century, was taken 
up by Madhusudan’s contemporaries and successors and given a 
naturalness it lacked at its origin. A modified form of it, brought 
nearer to the spoken langu^e, was used very successfully by Giris- 
chandia Ghos* for his plays, and obtained wide v^ue on the 
Bengali stage. Another notable innovator was VihSrilSl Chakia- 
vartti, whose exquisite lyric measures have earned him the name of 
the father of the modern Bengali lyric, Rabindranath Tagore was 
influenced by Vii^rilal, and introduced many novel verse-forms. 
The sonnet beesme quite a popular form after it had been intro¬ 
duced by Madhusudan Datta. 

Among Madhusudan's contemporaries and successors we should 
note Krisnachandra Majum<&, ^e author of some popular songs, 

> Swp, 151, 
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and of some religious and didactic poems of which the SadbhSxi^ 
satak is the best Viharilil Chakravartti, mentioned above for 
his formal experiments, wrote several volumes of verse, e.g. 
Vaf^asundari, S&dher Amti, and SSrada-man^al (the best). He is 
inward-looking and subjective, but has little of significance to 
communicate. Somewhat similar is Suiendranith Majumdir, the 
author of Mcddla Kavya. The work of Hem-chandra Vandyo- 
padhay, the best poet between Madhusudan Datta and Rabindra¬ 
nath Tagore, is more solid and various: Britra-sarnhary the best 
epic in our language after Meghnad-vadh ; Chh&yamayi, a reflective 
poem based on Dante's Di^a Commtdia; adaptations of Shake¬ 
speare’s Rmeo and Juiut and The Tempest; Dasamah&vidyS, an 
original play; and several volumes of lyric, pacriodc, and comic 
verse. The lyrics are conventional in sentiment, but have consider¬ 
able technical skill. The patriotic poems, full of Hie and feeling 
and widely known, are among the best things called forth by the 
nascent nationalism of the eighties and nineties. Hem-chandra is 
as happy in comic as in serious verse, as accomplished a practitioner 
of the familiar as of the formal style. 2o some of his occasional and 
topical poems he is as colloquial and satirical as Iswar Gupta, but 
is altogether more enjoyable. Navin-chandra Sen is dull snd trite 
in his serious and reHective moods, but is not without descriptive 
and narrative power. RalSsir Yuddha, a long poem on the Battle of 
Plassey, is his best work. Amriidhha is a poem on the Buddha, and 
Raivasak, Kuruhetra, and PraMias form a trilogy on Krisna. He 
also wrote a poem on the Christ entitled Kkrisfa. Foremost among 
the many women writers was l^mini RSy, the author of Alo 0 
ChhSya. MSnkumari achieved wide popularity with her Kusu' 
mSHjaU, and so did Glrindramohini with her AsrukanS. But their 
work, like that of the majority of men and women poets of the 
period, rarely rises above the level of magarine verse. 

(iii) Drama 

The Bengali drama and theatre are importations from the West. 
After the death of Sanskrit drama India had no drama for many 
centuries, partly because the Muslim rulers were not fond of it 
and did not patronize it. Drama relies on patronage more than any 
other form of art, and the end of Hindu rule meant the virtual 
death of the ancient Indian drama. The dramatic instinct of the 
people precariously kept itself alive with such rustic and semi- 
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dramatic entertainments as the Yatra of Ber^l. The Yalm used 
no scenery, or curtain, and was or^nally a musical per¬ 
formance accompanied with mimic|; and dancing. The perfor¬ 
mance took place on a square-shaped arena surrounded by the 
audience. Either dialogue was absent, or bite of it were improvised 
by the actors in between the singing. The subject-matter of the 
plays consisted of puranic or semi-puianic stories of gods and 
goddesses, and ICxiana as the most popular Hindu dei^ practically 
monopolized the repertoire. More dialogue was introduced in 
later years, as were secular subjects, such as the story of VidyS- 
Sundar, but the essential character of the Yatiu remained musics] 
as before. A folk-art of the most primitive type, the Yatra was 
incapable of satisfying the taste of the new-risen bcurgeoisie of the 
nineteenth century, and was rapidly superseded by the new 
drama imported from the West. The new drama owed nothing 
to the Yat^, but in its rum it too had to cater for the popular love 
of music. The tradition of having songs in plays, Including 
tragedies, persists to the present day, and the songs areas numerous 
as they are dramatically irrelevant. 

An English theatre lud been built in Calcutta in 1756, and others 
had followed, creating a taste for similar performances in Bengali 
among the enlightened sections of the people. In 1795—6 a Rus¬ 
sian adventurer named Herasim Lebedoff put on two Ber^ali 
plays, both translations from English, in a theatre he had built in 
Calcutta. So far as is known, these were the earliest Bengali plays 
to be seen on the stage. A private theatre was built by Prasanna- 
kumii Tagore in 1831-^, but no Bengali plays are known to have 
been acted there. In 183 3 there was a performance of a dramatized 
version of Bhlrac-cbandra's VidyS-Sundar in a private theatre 
belonging to Navin-chandra Yasu in Syambijar, Calcutta. The 
growth of the drama was retarded by the lack of plays, and we have 
to wait until the middle of the century before we hear of sud^ 
pieces as the RatnSvtiU by Nilmani Pal, the Bhadrirjjvn by 'I^a- 
ch^ Sikdar, the Abh^nan-SokmUd by Nandakumar Riy, the 
Babu-naiak by Kaliprasanna SiiTiha,' and the Bh&mmati- 
Chittawl^'^ by Hara^andra Ghos. These were poor pieces, 
hardly deserving to be plays, and their subject-matter was 
mostly derived from Sanskrit. 

’ See p. 130. 

* This WM based on Shakespeare’s Th* MErAant of Vtmet. 
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The new drama received the patronage of wealthy persons such 
as the MaMiSji Yatiodramohan Tagore of Pathuriy^l^tl and the 
RSjas IswaT'Chandra SirnhaandPra^p-chandraShpha of Paikpa^, 
and its history properly begins in 1857, when the KiiUn^kul- 
sarvasxBa, an original social play by lUmi^rayan Tarkaratna» 
was acted. lUmnlrayan wrote four original plays, of which NVroo- 
nSiak was the best, and he translated several Sanskrit plays. One 
of these translations was the Ratn&vaU, which set Madhuaudan 
DaCta on the path of play>writing.^ Ramnariyan was a Sanskrit 
pandit, and followed the canons of Sanskrit drama. But Madhusu* 
dan wrote in the modem European style, and that is the style 
which has since obtained on the Bengali stage. I'htis MadKusudan 
is rightly r^arded as the father of Bengali drama. Of the six plays 
Madhusudan wrote, the tragedy of Krisnahemiri is the best. 
The social comedies Ekei id Bait SabhyatS and Ssliktr GhSre 
R 6 are not without enjoyable qualities. 

Then came Dla^andhu Mitra, a better dramatist on the whole 
than his predecessors. He was most successful in his farces, such 
as jSmii BSrikt ViytpSglS Bujo, and Sadhaoar EkSdasi. In these 
he could freely indulge in the crude and crazy mirth of which he 
had a great store. His serious plays, e.g. f^ildarpan, UlSiaati, and 
Navin Tapastoiniy are far ^om satisfactory. Their plots are 
muddled, their characters are unreal, and their dialogue is lifeless 
and unnatural. Nawt Tapastoini comes to life only in the comic 
scenes where Jaladhar, based on Shakespeare’s Falataff, appears. 
The materials of Niidofpan were ezcellent. and chosen with a 
true dramatist’s instinct, but Dinabandhu lacked the art to make 
a good play out of them. The play was about the oppression of 
Bengali villagers by the Er^lish Indigo planters, and it created a 
great sensation wh^ it first appeared in 1S60. An English tracsla* 
tion by Madhusudan DatU, but without the translators’ name, 
waa published by the Reverend James Long, and copies of it were 
sent to infiuential people in Ifidia and England. The indigo 
planters, backed by the European community of Calcutta, insti¬ 
tuted criminal proceedings, and Loi^ was fined and imprisoned. 

Among the many playwrights who succeeded Dinabandhu, we 
shall have space only for the most outstanding. Manomohan 
Vasu, the author of RamSbkisek, SaH~n&tak, Haris-ehandra, and 
other plays, mainly dealt with puiinlc themes. Jyotirindranlth 

' See p. 144. 
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TThakur's Asrumali tod RSjkrisna lUy’s PrahlSJ-charitra deserve 
passing mention. Giris*ciiandra Ohoa' (2d44-i9ii)» the most 
important dgure in the history of Bengali drama, was a first-rate 
actor, theatre manager, and producer besides b«,ng a playwright. 
In his lifelong association with the drama he founded several 
playhouses and trained several dosens of actors and actresses. 
Before him female parts were usually taken by raen, and plays were 
acted by amateur companies in private theatres belonging to the 
rich. Giiis-chandra put actresses permanently on the stage, and 
in 2867 founded the first public theatre in Bengal. Drama hence¬ 
forth became self-supporting, and its future life was assured. In 
the past it was a plaything of the wealthy and upper classes, but 
now it became a democratic and national art. Giris-chandra’s 
achievements in the theatre movement were great, but they served 
merely as a bacl^ound to his work as playwright. This consisted 
of about eighty plays and several hun<^ed songs. He was equally 
adept at drawing tears and laughter, and ranged over a wide 
variety of types. The following is a brief selection: mythological 
plays (JanS, PSn(iav^gaurae, PSn^aver Aj^tavSs, Te^<wal); 
historical plays {Mir KSsuriy Sir^uddauls, Chhatrapatiy Arok); 
social plays (Prapfmlla, VaUdan, Haranidhi, Sarti ki SSnii) ; reli¬ 
gious plays (Buddka-dev, Bilwamangal, SankarScharya, Chaitimya- 
UIS)\ musical comedies {Aladin, Abu Hosen., Y&ysa ka Tays^'. 
and &rces (BelUk Bi^Sr). He diamatiaed Madhusudan Datta*s 
Meghndd-vadh and several novels of Bankim-chandra Chatto- 
pIdhSy, and made a good acting version of Shakespeare's Macbeik. 
His original plays were good entertainment, but old-fashioned and 
unadventurous in theme and technique. Anxious to turn out 
popular successes, he wrote down to the audie n ce. The aamc is 
true of Amritalal Vasu, another actor-dramatist. Though on a 
lower level than Glria-chandra, he too wrote many plays and 
quarried many veins. He was most successful in ^rcea, such aa 
Babu, VivSka-hibhrat, and Khar Dakhal. Dinabandhu and Giria- 
chandra, and even Amritalal, give indications of potentialities 
which might have been realized in a country with a greater tradi¬ 
tion of drama. As it is, their best work is never better than second- 
rate. But a firat-rate dramatist ia yet to be bom in Bengal The 
drama we have had to the present day hardly deserves the name, 
so ptimitive is its sense of action, character, and dialt^e. 

' Seep, 1*7. 
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(iv) The Ncf^el 

Like the drsmi the novel was a gift of the West. Before the 
nineteenth century the Indian classical and vernacular literatures 
bad the romance, the tale, and the fable, but the modem social and 
historical novel, with emphasis on manners and psychology, was 
the direct outcome of Western in£ueiice. The novel took root 
with surptiaing ease and rapidity in Bengal, and yielded a laige 
crop in the period under review- AlSier Gharer X>uiSly the first 
Bengali novel, appeared in 1857, and in 1865 appeared ^^itDurges- 
nandini, the first novel by Bankim*chandra Chattopadhiy. Since 
then the novel has become the most flourishing form of our 
literature. 

Bankim-chandra Chatcopidhay (1838'^), the greatest Bengali 
novelist and the founder of the modem school of Indian fiction, 
was bom in the village of near Naihiti, and educated at 

Hooghly College and Presidency Collie. He was one of the first 
graduates of the newly founded Calcutta Univeratty, and took his 
B.A. degree in 1858. In the same year he was appointed Deputy 
Collector under the Government, an office which he held with great 
credit until retirement. He was as h^h*spirited as he was com> 
petent, and always came off victorious in the many confijcts he had 
with his superior officers. His early literary efforts were in un¬ 
distinguished verse of the Irwar Gupta school, and some of these 
were published in the Stsno^ ProbhSkar. In 1853 he put forth 
the two volumes of poems entitled LnUid and MSnasi, but after 
this Baiikim wisely discarded poetry for ficdon. He shared the 
contemporary craze for writing in Ei^lish, and Rt^ohan's Wife 
(2864), his first novel, was m that language. He again showed his 
wisdom by abandoning English, and by writing his next novel in 
Bengali. 

The appwance of Durges-nandini was an epoch-making event 
in our literatuie. The reader of to-d^, far from finding any great 
merit in that novel, is painfully aware of its many shortcomii^; 
but for the reader of 1865 It was a source of unprecedented delight. 
It was the first Bengali novel in the modem European style, and 
the first work of creative imagination in Bengali prose. It was 
immensely superior to AlsJer Gharer Dtdil m every respect, and 
had a sense of form, and a human interest, not found in our litera¬ 
ture before. Our entire stock of fiction had hitherto consisted of 



CALCUTTA PERIOD 153 

a few medieval tales and fobles^ and tKese» again, were mostly 
derived from Sanskrit or Persiaa. Iswar-cbandra Vidyasigar’s 
SitSr Vanavas was the best prose work before 1865, but it retold 
the story of a Sanskrit drama, and was not an original creation. 
No wonder, therefore, that Durges^mouiini and the later novels of 
Bahkim opened up a new world of beauty to the Bengali people. 
The effect created by Durges-rumdm was greater, we are told, than 
the effect created by M^hnid^tMdh, Rabindranath T^ore com¬ 
pared' its appearance in our literature to the coming of dawn after 
night. 

Bankim’s art was bom almost full-formed, atid in the next 
thirteen years novels poured from his pen in quick succession, at 
the average rate of one a year. Kapiil-ku 7 i 4 ala, his most imagina¬ 
tive tale, came out in 1866, and was followed by Mrin&Uni, a novel 
with twelfth-century Bengal as its background, in 1872 Bahkim 
founded the Vangadarsan, and many of his later novels were first 
published aerially in that magazine: Visovriksa (his first social 
novel), IndirSy YugalSrtguriya, ChandrasekhcsTy Rajam, and Radha- 
rSnt before X875; and KritnakSnter Will, Ri^sofdia, Ananda- 
mafh, and Devi Chaudhuroni between 1875 and i88s. Kis last 
novel, Sitaramy appeared in 1888 in a magazine called RrachSr. 
In addition he wrote several volumes of miscellaneous essays, 
dissertations, and sketches which we have already noficed.^ From 
1872 until his death Bariktm bad no peer among contemporary 
writers, and was the undisputed monarch of the literary world. 
Other writers of the nineteenth century and after have been 
admired more, but no one, not even Rabindranath Tagore, has 
come so close to the heart of the Bengali people. Another thing 
that endeared Bahkim to his countrymen was his patriotism. He 
is one of our earliest nationalists, eager for the revival of Hinduism 
and for the restoration of Hindu rule in India. The famous 
nationalist song ‘Bande NRtaram' is from his pen (it appeared in 
Ananda^math), and the stru^le of Hindus for political freedom 
is the theme of several of his novels. 

Bahkim has been the most widely read author of the last fifty 
years, and has recttved the highest praise from his readers and 
critics both as a novelist and a stylist. His popularity and influence 
have spread over the whole ^ India, and he is permanently 
enthroned as a classic. The time is ripe for a proper critical inquiry 

* lei AdhsmM SOJutya. * See pp. xjo-i, 133. 
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into his work, one that will take full note of his shortcomings and 
wiU not bo a reitoration of the customary eulogy. Such an inquiry 
will not only enable us to understand him better than has been 
possible so far; it will give us an idea of the shortcomings of his 
imitators and followers* and indeed of the entire school of Bengali 
fiction of which until recently he was the sole inspiration and model. 
'While it is our duty to praise him as the creator of the Bengali 
novri, it is equally our duty to indicate the Mse values he be¬ 
queathed to it. Tlie truth about Bankim, as the present writer sees 
it, is that he is 3 very mediocre novelist. He was the pioneer of a 
new form of art rather than a good artist, the father of the modem 
Indian novel rather than a good novcHst. If any further apology 
be needed for speaking freely of his &ults, it will be found in the 
good reason that they do not affect the importance of the part he 
played in the development of the novel. His faults, again, are in 
a la^e measure traceable to the age in which he lived, to its bad 
standards and lack of standards. Not only were there no novels 
worth the name when he began to write, there was not even a well- 
established prose style. He had to create his own standards, or to 
import them from the English novels he had read. His defects are 
the birth-pangs of the Bengali novel, and in speaking of them the 
present writer does not foiget the un^vourable conditions in 
which he vToriccd. 

Eight of Bahkim's novels have an historical background and 
make use of historical persons and events, but none of them can 
be called an hiatorical novel. The reason for this does not lie, as 
has been commonly supposed, in Baiikim’s variations from histori¬ 
cal fiicts or even in his distortions of them. As a rule he is fairly 
true to &cts, and his variations and distortions are neither many 
nor serious. lYpicaJ examples are found in Ananda^mafh where 
Bahkim makes Birbhum the scene of battles which actually took 
place in north Bengal, and calls by the name of Major Wood a 
British officer whose real name was Captain Edwards. In the pre¬ 
face to the third edition of Ananda’/natk, after referring to these 
inaccuracies, Bahkim justifies himself by saying: T do not conalder 
these discrepancies fatal. A novel la a novel, not a history.' The 
justification was not really necessary, and Bahkim might have 
spared us the trtusm about a novel being a novel Accuracy ia 
desirable, but no one would cavil at inaccuracies so trivial as these. 
No one with any literary sense would suppose that a ^thful 
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reproduction of (acts would by itself make an historical novel. No 
h^orical novelist worth the name would interpret his art so 
narrowly as to forget the elementary principle that a novel is not 
a history. 

One would have liked to think that in statements like these 
Bahkim was expressing a wide view of the novel, but the unfortu¬ 
nate truth is that he was expressing a narrow view of history. The 
iirst chapter of the third part of SiiSrSm opens thus: 'Bhusnl waa 
occupied. Sitlrlm was victorious in the battle. Totib Khl met 
his ^th at Mrinmay’s hands, These are historical matters, con¬ 
sequently of litde importance to us, and we shall not spend our 
time in describing them in detail. A novelist should concern him¬ 
self with inner matters, not with history.* No further evidence 
need be given of Bahkim’s unintelligent and unimaginative attitude 
to history. As history is a record of human actions, it provides 
excellent examples of those ‘inner matters' with which a novelist 
should concern himself; and that is predsely the reason why 
many of the world's greatest novelists and dramatists have gone 
to history for thdr material. Bahkim should also have known that 
to revive the past is almost as miraculous a performance as to 
revive the dead, and is the highest performance of which a novelist 
is capable. He himself went to history for more than half of his 
novels—one wonders why, if he really thought that historical 
matters were of Little interest to a novelist 

In view of the use he made of history, however, one could safely 
surmise that he would have done better to have left it alone. The 
'history' in his novels is just so much adventitious, unreal, and 
dead matter. Nowhere, not even in R 2 jnn$ha v/hich he expressly 
called an historical novel, does he show the least awareness that 
there is such a thing as the life or spirit of history, let alone make 
any attempt to capture it. The characters are not the historical 
persona whose names they bear; they are undefined figures who, 
hut for the context of events in which they appear, might be any¬ 
body or nobody. Bafikim is equally disappointing about the tnd- 
dents. He shows no curiosity about the political, economic, or 
social forces that brought them about, and is content to regard 
them as mere inddenta. Quite often he records them in the 
of a schoolboy jotting down history notes. ‘Bhusna was 
occupied. SitSram was victorious in the battle. Torib KhS met 
his death at Mrinmay*8 hands.' Bankim, as we said above, is 



CALCUTTA PERIOD 


156 

usually true to facts, but the bare bones of hcts are all that he 
gives. The Livir^ breath of history escapes hin, and that is why 
he is no histoncaJ novelist. His works are not even good period 
pieces, and have no value whatsoever as pictures of the manners 
and customs of the past. He was influenced by Scott, and was a 
romantic like him, and yet he could be peculiarly insensitive to the 
picturesque in history. KapSi-kun^lS is an instance. In 
stTttha, another story of Mogul times, he had a rare opportunity 
for a pageant of superb magniricence, but could not fully rise to it. 
R^'simka is more historical than the other novels, chou^ Nirmal- 
kumSri, a fictitious character, has a place in the centre of the stage. 

In the other novels the historical matter merely pads out the 
main story or supplies a v^ue background. In Chandrasekhar 
the story of Mir KSsim and Dalani has been most artificially 
hitched to the story of Saivalini and her husband and lover, and 
the historical part of KapSl^ktmdalS is utterly irrelevant to its main 
story. The historical matter of MrinShni, viz. the conquest of 
Bengal by the Muslims, clashes with the romantic story of the 
heroine's search for her husband. The heroine is conceived after 
the Radha of the Vaisnava Pads, and some of those Pads are 
actually sung by her companion Girijayl. The Pads belong 
to the rizteenth century or later, while the Muslim conquest of 
Bengal took place in the twelfth century. There is nothing 
so flagrantly anachronistic in Durges-nandini, though it is hard to 
believe that the hero would have been admitted into the harem of 
a Muslim nawab and been nursed by the nawab's daughter. 

Bankim is happier when he writes about the life around him, 
but he also has serious limitations as a social novelist. His outlook 
is confined to the upper middle class to which he himself belonged, 
and of which he was one of the greatest representatives of his age. 
He hardly seems to have been aware of the existence of the work* 
ing class apart from domestic servants, and these he generally 
represents as the stock caricatures, witty and pert, of conventional 
comedy. Hi^, the maid-servant in Visavriksa, is reserved for 
serious treatment, but that is because the story of her aeduction is 
designed to point a bourgeois moral. On those rare occasions when 
Bankim notices the lower middle class (as in the description of the 
domestic life of SantI and of Praphulla and her mother), he trans¬ 
forms tbe stark realities of their poverty Into dream-pictures of 
happiness. In his attitude to his own class, as to the other classes, 
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BaAkim is always the typical hoitrgeois, smu^, sentimental, didactic, 
and conservative, and the world he creates is as narrow as it is false. 
All his men except Govindaill are pasteboard, and his women, 
though more convlndng than his men, are not altogether real. 
Saivalini, Rohini, and Suryamukhi, for example, are three women 
who spring straight from life, and are intensely real to start with, 
but they too end on a false note. Saivalini goes mad in repentance, 
Rohini pursues a cheap intrigue, and Suiyamukhi drowns herself 
in sentimental slush. They remain true to their own nature, and 
live their own life, up to the middle of the story, but in the end their 
integrity is sacrificed to the author's propagandist purpose. The 
other worfien arc creatures of propaganda from beginning to end- 

The prop^anda is for the conventional moral, the ready-made 
value, which Bahkim unquestioningly accepts and enthusiastically 
upholds. As is to be expected, he is a champion of the institution 
of marriage, and the simple-minded zeal with which he extols the 
conjugal virtues, particularly in women, is responsible for many 
of the absurdities and falsities one finds in his novels. The heroine 
of Devi ChaudkurSni is one of BaAkim’s model wives, designed to 
illustrate the ultimate dependence of women on their husbands. 
She relinquishes her noble mission, and her queenly power and 
place, in order to share the life of a husband who has two more 
wives and is a ninny into the bargain. Saivalini, the errant wife in 
Ckandrasekhary receives exemplary punishment for having left 
her husband and gone in search of Pratap, the man she loves. She 
is repulsed by Pratap, and expiates her sin in hellish torment of 
soul resulting in insanity. The foot that her husband never loved 
her does not mitigate the sentence Bankim passes on her, any more 
than does the other fact that she and Pratap bad loved each other 
in their childhood and adolescence. There is no suggestion of any 
physical relationship between her and her lover, but even so she 
must pay dearly for the dangerous thoughts she had harboured. 
The artistic possibilitiea that there were in the conflict between 
Saivalini’s love for Pratap and her duty to her husband are not 
properly explored, because the artist in Bafikhn is overshadowed 
by the moralist. 

Lavanga-latS in R^ani is another of BaiMum’s model wives. 
She is a young girl who has been married to an old man with a 
family by another wife, but is nevertheless the happiest and most 
devoted of wives. The young Amarnath loves her and is caught 
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hiding in her room. Lavaoga-latS vindicates her wifely virtue with 
sadistic fervour by having the word 'Thief' branded on Amamath’a 
back with a hot iron. In the years that follow Amamith gains her 
esteem by performing many good deeds, and at the end of the 
story comes to take final leave of her. The followii^ is a fair sum¬ 
mary of the conversation Chat takes place between them; 

'Are you really going away from Calcutta?’ Lavanga asked. 

’Yes,’ I answered. 

’And why?’ she asked. 

'Why should I not V I returned. *I have no one to ask me not to go.’ 

'If 1 ask you not to go ?’ 

’What am I to you diat you should dissuade me?’ 

’What are you to me? I do not know. Perhaps in this world you are 
nobody. Sut if there is another worid——’ 

Lavabga stopped short and did not complete the sentence. I waited 
a little and then said, ’If there ia another world, what then?’ 

’I am a woman, naturally weak. What would you gain by puttiag 
my strength to the test? I can only say that I sincerely wish you welL’ 

'1 fully believe that. But there is one thing I have never been able to 
understaod. Why did you brand mark of infamy on my person?’ 

'You committed a wicked deed. I too out of childish frivolity com¬ 
mitted a great wrong. 1 only pray you will forgive me.’ 

’1 have forgiven you before you asked. And Indeed there is no question 
of forgiveness. It served me right, I deserved that punishment Now 
I am going away, never to return, never again to see you. But if ever 
in the future you beard of me, would you feel any afiecdon for me ?’ 

’I am afraid it would be sinful of me if 1 felt any love for you.’ 

'I beg your pardon. I no longer ask for your bve. But in your heart, 
deep and vast as the ocean, is there no room, be it ever so small, for me ?’ 

’No, n one at all. 1 have not the least affection for the man who fell 
in love with me without bciog my husband. I shall not harbour even 
such affection for him as one entertains for & pet bird.’* 

Sentiments so prim and proper could not but endear Bahkim to 
his middle-class readers, particularly the husbands. He has one or 
more love-stories to tell in every novel, but takes care that they up¬ 
hold, and even glorify, the social conventions- He is a moralist 
rather than an objective artist, and it docs not take us long to learn 
that his good people are those who observe the social proprieties 
and his bad people are those who do not. The narrow and naive 
world of his novels is no doubt a refiection of the Bengali socie^ of 

' Bued oa tbe trajialation by P. Majumdar. 
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his time, but it h also a product of the ideas he himself held on 
social quesdoDs; all the more so because he is not a realist who 
records life impersonally as he finds it, but is a romantic who trans¬ 
forms life according to ius ideals. He lived in an age of social 
reformation when pr^resaxve people like Iswar-chandra ^dya- 
sSgar were deeply moved by the unhappy condition of wido^, 
and fought for the legalisation of widow-marriage; and yet his own 
attitude towards widows ia most unsympathetic. Kunda in Visa^ 
vriksa and Eohini in KnsnakSnter Will are young widows whose 
natural craving for love and happiness is cruelly punished. Kunda 
commits suicide and Rohini is shot. Another instance of Bahkim’s 
reactionary conservadsm is his unquesdonii^ accepunce of poly¬ 
gamy in Devi Qhaudhmani and SitarSm. The antiquated ideas he 
held on sodal questions could not but restrict his ardstic possibili¬ 
ties. He shows no interest in the complexides of human reladon- 
ships, or in the subtledes and profundities of human character, and 
his main object ts to hold before us models of the conventional 
virtues and vices. Pratap is one of his ideal characters, raised to 
unnatural perfection for our admiration and edification. He loves 
Saivalini, but with a pure, silent love, and repulses her out of 
respect for the seventh commandment. Finally he courts death on 
realizing that Saivalini will not cease to love him so lor^ as he is 
alive. His dying speech is one of those pieces of grandiloquence 
Bankim offers his readers as a special treat: 

What would you understand, you ascetic [PratSp is speaking to 
Rimlnacda Swimi }} Who is there in this world who can comprehend 
this love of mine? Who can realize how much I hsve loved Saivalini 
for the last fifteen years ? 1 am not attached to her with a sinful heart, 
my love is another narne for a desire for self-sacrifice. Day and night 
have ] felt this love in my veins, in my blood, and in my bones. No one 
ever knew of it, no one would ever have known of it Why did you raise 
this matter at the time of my death ? I knew that this love would bring 
forth no good, and that ia why I have sought death. My mind has been 
tainted, and a change may come over Saivalini^s mind too. There was 
no other way but for me to die, so I have courted death. You are wiae 
and versed in the sfistras [sacred boob], tell me what is the atonement 
for my sin. Am I guilty in the eyes <A God ? H I am, would not my 
death atone for my guilt?' 

' Based oo (he transUtiea by D. C. Mullidc Saivalmi’s deelaratiofi ef Icre la 
Part 11 , chapter a is equelly grendiloQuert. 
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At the opposite end from Fratip stand such characters as Hirl, the 
servant-maid who took the wrong turning, and Devendra, the 
young rake who seduces her. They are monsters of vice as Prafip 
is a monster of virtue, and the consequence of their vice has been 
painted in the most lurid colours to serve us as warning. 

Bahkixn is at his best In his less ambitious novels such as IndisH. 
Their light domestic theme does not call for any great insight into 
social or human problems, and gives Bahkim ample scope for bis 
powers of familiar observation and genial comment He cannot see 
far or deep, but he knows his men and women well from the out¬ 
side, and he can chat about them agreeab^. Irrespective of the 
historical, social, or politicsl a^nihcance of his theme, his interest 
always narrows down to domestic matters, and all his novels are in 
essence domestic novels. 

The politicsl novels show no understanding of poHdeal issues, 
and their patriotism, though genuine, is of the romantic, senti¬ 
mental, and wishful sort that evaporates in h^*soundiz^ talk and 
theatrical action. They are, besides, heavily doped vvith love and 
mystidsit). This is best illustrated by Anan^^mfk, the greatest of 
Baftkim’a political novels and the gospel of Indian nationalists for 
nearly half a century. The revolutionary patriots of that novel arc 
sarmySsis (holy men) who have turned bandits for the deliverance 
of their country- They live in a math (monastery) in the depths cf 
a forest and worship quaint, mystic Images. Th^ have taken the 
vow of celibacy, and it is the breaking of that vow, not any defect in 
their politicsl idea or orgaimation, that brings about their ruin and 
the ruin of their cause. Bahklm presents them with great serious¬ 
ness, not realizing what nincompoops be has made of them. They 
are half-baked monks who play with the idea of revolution and are 
defeated in the end. Their revolution is begged up in love, and 
both love and revolution are bogged up in mysticism. Bahkim was 
an anti-revolutionary, as we know from the preface to the first 
edition of Ananda-math'. 'Soda! revolution is very often nothing 
but self-immolation. A revolutionary is a self-killer.’ Why then he 
should have chosen the Sannyasi Rebellion of 1772 as his subject is 
not clear, unless it be to blunt its revolutionary issue with such 
things as love and mysticism. In any case the mixing up of such 
incongruoiis and irrelevant elements as revolution, love, and mysti¬ 
cism has produced a very unsatis&ctory novel. 

The worst feaUire of Ajumda-maih, as of Data ChawihurSm and 
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SitSr&m, is the dead mass of mystical-didactic verbiage with which 
it is loaded. We arc told that those novels contain Bahkim's ex¬ 
position of the doctrine of disinterestedness of the but the 
exposition is trite, obtrusive, and altc^ther inartistic. It is not 
being forgotten that maiQ' of BsAkirn’s limitations are the limita¬ 
tions of his age, that the sentunental, unrealistic, and semi- 
religious character of his political thought is largely due to the 
absence of a properly d^ireioped nationalist movement in the 
seventies and eighties. The anti-Mualim prejudice Bahkim dis¬ 
plays in many novels is accounted for by Muslim tyranny and mis¬ 
rule in pre-British times, but it is also an expression of communal 
hatred. A Hindu first and foremost, he writes with the bitterness 
of his persecuted race. In Ananda^math, Mrhi&lim, SitSr&m, and 
other novels his patriotism the form of glorifying Hindxis 
who defy Muslim power. He conceives of freedom as Aeedom for 
Hindus alone, and lacks the wider vision, not altogether unknown 
in that of Hindus and Muslims united in a common nation¬ 
hood. In Ananda-mafh he hails British rule with enthusiasm and 
gratitude for having put an end to Muslim oppression and anarchy, 
but conveniently forgets the responsibility oi the East India Com¬ 
pany for the terrible famine of 1769-70 which is the background of 
that novel. As a matter of ^ct the responsibility of the Company 
was greater than that of the Muslim nawab who was then the 
nominal ruler of Bengal. In Anonda^mafh and elsewhere he takes 
the view that Hindmsm has decayed through the exclu^ve atten¬ 
tion it has in the past paid to spiritual knowledge, and that the 
British have been providentially sent to India to impart that know¬ 
ledge of the physical sciences without which true spirituality cannot 
thrive. The riew Is too idealistic and ignores the economic and 
political aspects of British rule, but there is nevertheless an element 
of truth in it. It runs through the synthesis between the Bast and 
the West made by Indian thinkers ^om lUmmoban Ray to Rabin¬ 
dranath Tagore. 

Considered purely as works of art, Bahkim’s novels suffer from 
a fundamental Indiscipline arising from his inordinate sentimen¬ 
tality. He has ft in him to write with the utmost simplicity and pre- 
dsioo, yet he fillR his pages with the cheapest rhetoric, with the 
most absurd ostentatioDs and affectations. Some of his descriptions 
of the physical appearance of his heroines would shame the most 
anifidal of Sanskrit rhetoridans. Those who know him in the 
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original aro only too faTzuliar with the purple passagea, almost 
comically gushing and effusive, which he turns out with complete 
aelf-satisfacdon when he wishes to write well. A good instance is 
the apostrophe to Pratap at the end of Cfumdrasekhar.^ 

Then go, Prafip, go to the eternal abode. Go where there is no trouble 
in the subjugation of the senses, where there ia no evil fascination in 
beauty, where there is no sin in love. Go where beau^ is iniiiute, love 
ii happiness is inhmte, and where there is infinite virtue in 

happiness. Go where one feels another’s sorrow, where one safeguards 
another’s virtue, sings another’s praise, and where one does not have 
to sacrifice one’s life for another. Go to that land of supreme glory. 
Even if you had a hundred thousand Saivalinis at your feet there, you 
would cot care to love them. 

He falsifies his characters and situations by over-dramatizicg 
th^ (as in the scene in Durgei-nandsni where AyesS declares 
her bve for Jagat Siinha), and his moralisLogs are responsible 
for many a dusty page. His tender and moving scenes (such as the 
reunion of Nagcndra and Suiyamukhi in Visovriksa and the 
encounters between Fraphulia and Vrajeswar m 2 )eca ChaudhurSm) 
are orgies of shoddy and tawdry sentimentality, and he has a fond¬ 
ness for cheap showmanship (e.g. beautiful women flourishing 
daggers, and bold men perfonning impossible feats of heroism) 
and crude rnelodrama, Kapal-kticdall in the novel of that name 
is a Miranda-like girl who has grown up in the loneliness of the sea 
and the forest, and is out of her element in the world of men and 
women to which she is brought after her marriage withNavakumar. 
So she agrees to renounce her husband when Lutufunnisa, his first 
wife, asks her to do so. ‘Kapal-kundala again pondered. Her mind’s 
eye swept all over the world, but could not see any familiar face 
there. She gazed into her own heart, but she could not see Nava* 
k iiTnar there. Then why should she stand in the way of Lutu- 
funnisa’s happiness?’ Here was an excellent idea, and it would 
have provided the fittest ending of the story. But Bahkim has 
spoilt it by bringing in the crude melodramatic elements of the 
iQ^ik’s revenge and Navakunw's suapidons of KapSl-kundala’s 
chastity. Nothing can be more gruesome than the last chapter 
where KapSl-kundala is taken to the cremation ground to be killed 
by the mpalik and Navakumir. The following passage from that 

’ Another m^rsneo i& the apostrophe ro PraphuUa at the end of Dtvi Chmdhu~ 
ribti. 
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chapter is a good example of Bahkim’s characteristic love of «- 
^geration. 

Oa the cremation ground could be heard now and again the hideous 

howl of corpse-devouring animate-Navakumir took Kap^Ukun^a 

ty the band and led her across the crcmadon ground to bathe her. 
Bones piCTced their feet. Navakumir trod on a pot of water and broke 
it. Near it 1 ^ a corpse—wretched corpse! no one had cremated 
and both of them touched it with their feet Kapil-kundalfi went 
round rt» Navakumir trampled it beneath his feet. Wild corpse- 
devouring animals were roaming around. At the approach of the 
human beings they yelled loudly, some came to attack, while others ran 
away howling.’ 

These faults, however serious, might have been overlooked in 
a novelist who had the art of story-telling. But many of Bankim’s 
plots violate the elementary laws of probability and naturalness. 
Suryamukhj turns Kunda, a girl of sixteen, out on the streets on 
the merest suspicion of her immorality and without asking 
for an explanation. Kunda takes poison, but dies in a perfectly 
normal state of body and mind and without any suggestion of 
physical pain.^ With a gun in his hand GovindaJSl makes a long 
and flowery speech (the sort Bahkim specially delights in writing) 
before shooting Rohinl.^ Things happen in Bahkim’s novels as in 
fairy-tales, and we are not to ask questions. A timely storm rises in 
obedience to the author's will and brings about the crisis of Dad 
ChaudhurSni. A timely tidal wave does the same in Kc^-kundaid. 
Then there are the samySsis^ bhmra^, and other holy men and 
women whose miraculous powers enable them to do whatever the 
author wants, and who make novel-writing the easiest job on earth. 
Saivalini's insanity is cured zniraculoualy by one such holy mao,* 
and Rajani's blindness by another.^ To give other instances of 
BanJdm's happy-go-lucky technique: CWd Sah Fakir gets wind of 
Gahgarlm's treachery in the most unlikely circumstances,^ and 
Hem-cbandra and Byorukes are brought together by the long arm 
of coincidence in a dty that is being ravaged by invaders.’ 

Bankim’s characters have but little freedom of action because of 
the importance he assigns to chance. Fate rules the lives of hia 
men and women, and the world they inhabit is as primitive as that 

’ BaMd on die tr&nsterioa by H. A. D. PhiUips. 

* Visavriiua. * Kntii^»4nur ^iU. * ChmuiraseiAar. 

* R<QSfti. ^ Sii£rirru ^ MrinSH/a, 
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of Greek tragedy. This does not mean, though, that there U any 
exploration of the primaiy values in Bahkim’s novels as there is 
in Greek tragedy or Shakespearian tragedy. How primitive this 
world is may also be seen ftom the important issues that depend on 
dreams, waking visions, and astrological predictions. A goddess 
asks Kalyini in a dream to renounce her life,' and Kapil-kundala is 
led by a vision of the goddess Kali on her way back after her meet¬ 
ing with Lutufunnisa.^ There is nothing in the dreams and visions 
to interest the psychologist or the psycho-analyst, and at best they 
represent the popular ides that coining events cast their shadows 
before. Kunda sees Nagendra in a dream before she meets him. 
In the same dream she sees her dead mother who warns her against 
Nagendra, In the next few years she is married to Nagendra and 
great tinhappiness follows. Her mother re-appears in a dream, 
reprimands her ior not having heeded her warning, and advises 
her to put an end to her life. Thereupon Kunda takes poison.’ The 
astrological predictions are equally naive. The heroine of StiSrin 
has been separated from her husband because of the prediction 
that she will cause the death of some one dear to her. The main 
theme of the novel hinges on this, but in the end she causes the 
death, not of her husband, but of her brother. There la no tragic 
irony in this capricious working of hit, no appeal to our pity and 
terror in this tragic waste of the heroine’s life, Even more pointless 
and fatuous is the use that has been made of the prediction in 
MrinsUnL The historical part of that novel turns on the prophecy 
that traders from the West will conquer Bengal from the Mukima. 
Hem-chandra is a western Indian prince who is a trader by caste, 
and he takes up arms to fulfil the prophecy. He &Us, and we 
are left to infer that the prophecy will come true six centuries later, 
when the East India Company will conquer Bengal. 

The creation, by Bahkim, of a popular taste for the novel led to 
a great demand for novels in the period under review. A good 
many novelists appeared in answer to the demand, but the average 
quality of their work was low, and only the best of them will be 
noticed here. Pratap-chandra Ghos, the author of VafigSdkip 
ParSjay, combined a sound knowledge of history with a power of 
accurate observation and natural expression not commonly found 
in that period, But he is a vccy uneven writer, and caJinot hold our 
interest through a long novel. Chao^icharan Sen took history as 
* AnoTida’malh, * * VuauriJua. 
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hU subject in MdhSr^a Nandakumar and other novels, and in 
Rauies-chandra Dana* (i84S>i909) we have our best historical 
novelist and one of our best no^sts. An eminent scholar, histO' 
rian, economist, and administrator, Rames is one of the greatest 
Indians of the nineteenth century. He is equally notable for his 
English and Bengali works, for his learned dissertations and his 
novels. A member of the anglicized Datta family of lUmbagin in 
Calcutta, Rames received part of his education in England, and 
ia one of the best products of Western influence. He started 
writing in Bengali on Bahkim’s advice, and, as would seem from 
his flrst two novels, partly under Bankim's influence. Vas^av^etS 
and Msdhavikankan are romantic tales with a historical back¬ 
ground and have nothing distinctive about them. But Barnes struck 
out a line of his own in Rdjput Jivan-^andkya and Makardsfra 
JiV(m-i>rahhZt, the two fuB-dress historical novels that were his 
next productions. These four novels span a hundred years of 
Indian history from the middle of the sixteenth century to the 
middle of the seventeenth, and the last two in particular are 
fervently patriotic. R^pui Jivan-^/mdkyS describes the decline of 
Rajput power and Maharoipa Jivan-prohhSi describes the rise of 
the Marathas under Sivaji. They are competent works, and bear 
the impress of the authoi^s cultivated mind, but they do not show 
him to have been a creative artist of a high order. Ramea’s 
materials are good, and presented with a historian's knowledge 
and care, but he is not able to breathe life into them. He has a 
sense of discipline rare in our writers, and does not allow the 
economy and lucidity of his style to be spoilt by sentimentality, 
But he lacks colour and imaginative vision, and although be never 
descends below a certain level, he never rises fre above it either. 
His best worits are the two social novels Sami&t and SamSj. They 
have somewhat slender themes, but their descriptions of village 
life have a warm homeliness which is very enjoyable. 

The other novelists we are going to mention were all social 
novelists. Sanjiv-chandra Chattopadl^y,* a brother of Bankim, is 
still remembered for hU MSndhavilata, KctnfhamalU, and other 
stories. He has a quiet, unasstmiing manner and occasional flashes 
of insight, The Meja Bern by Sivnath ^tri* and the Sri-m‘r^- 
lahod by Yogendrachandra Vasu^ were popular In their day. as 
were some of the novels of Damodar MukhopSdhSy. Taraknath 

' See p. 233. 
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GahgopIdhSy was a realist, the only one In that age dominated by 
Bankim, and his SwamalatS still retains Its interest as the most 
realistic picture of middle-class life in our literature. 

To turn to the women novelists: Srimati Hemihgini was the 
earliest in the field with her ManoramS, wHle Swamakunuri 
Devi, with her SnehalatB and other works, proved herself the most 
talented. 

To speak generally, the novel of the period, like its poetry and 
drama, waa swamped by conventional feeling and was unad¬ 
venturous In technique. Its average level was chat of the pot¬ 
boiler, and it was obviously derivative, owing much to the same 
class of English fiction, liie reading public that encouraged its 
production almost entirely belonged to the new-risen middle and 
lower middle class, who had not yet acquired a good literary taste. 

Considered as a whole, the literature of the period appears as 
a nwcture, not altogether hamiomous, of native and foreign 
elements. It reproduced in a considerable measure the outworn 
modes and conceptions it inherited from the past, and at the same 
time it absorbed many of the new influences chat came from the 
West. We have already seen that the best things in it were of 
Ekiropean origin, but we should also note that, except in the work 
of a small number of intellectuals, the beet elements of .European 
literature cannot be said to have arrived in Bengal, or, having 
arrived, to have struck roots, This is as true of the present day as 
of the nineteenth century, and of the other Indian vernacular 
literatures as of Bengali. We have had no Bengali writer who has 
sought rinm Europe the mtellectuality and scientific realism which 
our literature most needed, and which are among the beat things 
Europe could give. On the contrary many of our writers have 
sought in the West new refuges for the sentimentalism, escapism, 
and mysticism which have been the bane of our literature in the 
past. The main things which lUbindranath Tagore, for instance, 
imported from the West are the sentimental langours of the Celtic 
Twilight, the afiectacions of the ^ dr rVc& aestheticism, and the 
misty vagueness of Maeterlinckian, symbolism. Many other writers 
could be cited to show that the emasculated, d^moddy and decadent 
elements of Western literature have found a more congenial soil in 
India than the living and virile elements. 

At a lower level, westernized Bengali literature has suffered from 
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the fact chat the class of Western literature that has exerted the 
most vital and widespread milueoce on it is the journalistic and 
pseudo-literary class that is to be found in the railway book-stalls 
and suburban libraries of Europe. This is as much due to the in¬ 
ability of the majority of Indians to comprehend the best elements 
of European literature as it is to the same inability on the part of 
the majority of Europeans, belonging chiefly to the military and 
commercial classes, who go to India. The taste these Europeans 
dilfuse for the Marie Corellis, Ethel M. Dells, Gilbert Frankaus, 
and similar writers is freely acquired by the majority of educated 
Indians who know Er^lish. The regrettable result is not so much 
that this class of literature enjoys the greatest popularity in Indi^— 
it does that In Europe too-^s that it is regarded seriously as 
exemplifying European modernity and intellectuality, and as the 
best that Europe could give to India. The Indian universities try 
to improve taste, but they cater for only about one out of every 
three thousand Indians, and their Influence hardly touches the 
fringe of the living, creative literature. While Bengali literature 
had a prevailing rustic character before the nineteenth century, it 
has since acquired a prevailing petty-bourgeois character. The 
greater Europeans are by no means unknown or unread, but their 
popularity and influence are negligible compared with the popu¬ 
larity and influence of the inferior class of writers mentioned ^ove. 
In the sphere of literature as of commerce, it is the mass-produced 
British goods that have found the best market in India. 

English is themedhimthrough which Western culture has spread 
in India, but the teaching of English in schools and colleges has 
always been extremely inadequate, and the number of Indians who 
know it has always been very small. Of that small number, again, 
the majority have learnt the language for vocational purposes and 
have not acquired a proper understanding of English Uteraturc. 
Another reason why Bengali literature has not been able to absorb 
the better elements of English literature is to be found in its low 
state of development before the nineteenth century. But it is the 
difference in the conditions of European and Indian life which has 
most Impeded the diffusion of European culture and has produced 
the worst anomalies and incongruities. The ideas, modes, or themes 
which Bengali writers have borrowed from Europe have often 
remained alien, rootless, and unreal for the reason that the proper 
conditions for their naturali 23 tion were lacking in Bengali life. 
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Many of the so-called problems, and much of the so-called psycho¬ 
logy, of our latter-day sex-novelists, for mscance, arc clearly 
divorced from our life. Sarat-chandra Cha^opadluy and his 
followers have imported them ready-made from third-rate Euro¬ 
pean novels, and our present school of pseudo-realistic fiction is 
a glaring instance of the bastard culture that is an offspring of the 
meeting of the East and the West All this is not meant to suggest 
that the increasing fertilisation of Bengali literature by the West is 
neither desirable nor pracdc^le; it is to show the difficulties that 
have lain in the way. Anomalies and incongruities were only to be 
expected from the meeting of two cultures so diverse as the Eastern 
and the Western, and they ^de into insignificance beside the 
benefits that have already resulted hx4n that meeting. 



CHAPTER V 

RABINDRANATH TAGORE^ 

1861-1941 

T AGORE'S liceraiy life extended over sixty years, and be re¬ 
minds one of Victor Hugo in the copiousness and variety of his 
work: over one thousand poems; nearly two dozen plays and play> 
lets; eight novels; eight or more volumes of short stories; more 
than two thousand songs, of which he wrote both the words and 
the music; and a mass of prose on literary, social, religious, political, 
and other topics. Add to these his Ei^lish translations; his paint¬ 
ings; his travels and lecture-tours in Asia, America, and Europe; 
and his activities as educationist, as serial and religious reformer, and 
as politician—and there you have, judged by quantity alone, the 
life-work of a Titan. This is not to say that his genius was no more 
than the capacity for takir^ infinite pains; but to note the element 
of steel and concrete that went to his making, and thus to dispose of 
the legend, that has grown in some quarters in recent years, of 
Tagore the pale-lily poet of ladies' tables. 

Not that the legend is entirely baseless. Tagore’s almost con¬ 
tinuous iteration, in his English translations, of the softer side of 
his poetry and of his wistful-mystical message, is partly responsible 
for it. After having won world-feme with the mystical-devotional 
poetry of the Ei^lish OitanjaU, he dug overmuch along that 
particular sesm, producing a monotonously one-sided impression 
of his work. It is true that Th« Gardener and the subsequent 
volumes of translations gave some of his best lyrics, but they also 
gave many poems which were very thin and had nothing beyond a 
delicate ^cy or a pretty sensibility to show for their author. The 
more substantial and virile side of his work, such as his social, 
political, descriptive, and narrative poetry and his poetry of abstract 
thought, was either never presented at all or was presented in 
a terribly mutilated and emasculated fonn. The lack of proper 
selection and presentation was all the more serious fer the reason 
that the quality of There’s work is very uneven, as it is of all 
writers whose output is large and spread over a long period. He 

> Tbi« ft apgUcBwi verdoft of the pcer*8 otme. ’Hit ongieal Benaalj it (o 
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very often wrote without any real urgency, and without that high 
tension of feeling and egression which makes great poetry. At 
such times he became sendmeotal and luxuriant, losing himself (to 
quote his own words) in an endless mist of vague sweetness. 'From 
your blossoming garden gather Vagrant memories of the vanished 
flowers of a hundred years before* from The Gardener is an 
almost random example of the greeting-card kind of poetry which 
he could often produce and publish. The same collection containa 
such pretty banalities as the following: 

When she passed by me with quick steps, the end of her skirt touched 
me. 

Prom the unknown island of the heart came a sudden warm bread) of 
spring. 

A ilutter of a flitting touch brushed me and vanished In a moment, 
like a tom flower-petal blown in the breeze. 

It fell upon my heart like a sigh of her body &od whisper of her heart. 

In his devotional-mystical works, too, we often have the luxury 
rather than the ardour of his spirit, his delicious heart-aches and 
perfumed sighs rather than any deep experience wrung out of bard 
struggle with fact. Always most pleasant and charming, he is 
rarely moving and convincing. The lack of any deep-seated con¬ 
flict in his nature, while it gave him spontaneity and saved him 
from morbid introspection and self-analysis, was also responsible 
for many a facile sentiment and gilded platitude. 

listen, my heart, In his flute is the music of the smell of wild flowers, 
of the glistening leaves and gleaming water, of shadows resonant with 
bees* vrings. 

The flute steals his smile horn my fiiend*s lips and spreads it over 
my life,' 

‘When the harp is truly strung', Tagore wrote in Sadhana, 'when 
there is not the slightest laxity in the strength of the bond, then 
only does music result.’ The languid diflusenesa and wishy-washy 
d^-dreammess of much of Tagore’s poetry show that his harp was 
not slw^ truly strung. Very few poets outside the popular 
magazines have been so given to conceits and cliche u Tagore 
was, or have been so easily captivated by every sugared epithet and 
pretty-pretty imagery that happened to come to their minds. He Is 
one of the worId*s great romantics, and yet he could clutter up his 
work with the shoddiest pseudo-romantic bric-i-brac of the East 
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aad the West. He had it in him to write with biblical naturalness 
and ease, and yet he indulged in the cheapest aifectarioos and 
mannerisms. 

I was walking by the road. 1 do not know why. when the noonday 
was past and bamboo branches rustled in the wind. 

The prone shadows with their outstretched arms clung to the feet of 
the hurrying light. 

The were weary of theix songs. 

I was walking by the road, 1 do not know why.‘ 

And so on, for the rest of the poem the pec affectation *I do not 
know why* (it is the old ne sais quoi) is paraded in eveiy stanza. 

The above are among the reasons why Tagore*s reputation, 
tremendous and world-wide in the years foUowing 1912, has 
suffered a decline in recent years. But the faults of a writer of 
Tagore's magnitude do not really affect his essential merit. Most 
of his &ults are to be traced to the influence of the mid-^^ictorian 
age in which he was bom> and of the literary models and fashions 
on which he was brought up: the flowery sentimentality, for in¬ 
stance. of Sanskrit lyric poetry, particularly of the Jaya Deva 
school; and the langours and affectations of the European aesthetic 
movement of the Jin dt HkU. The Vaisnava Pad-writers* were 
a formative influence on Tagore, and he imitated them in Bhinu^ 
simhrr PadSvali. Although they supplied him with some excellent 
id^ and images, they were also respon&ble for many of his 
banalities and trivialities. It should also be remembered that 
Tagore's faults are more apparent in his English translations than 
in the original B engali. ^ There, because he is writing in his mother 
tongue, and in Chalit-bhasa (colloquial language), hia style remains 
sweet in spite of the artificialities and sentimentalities from which 
it is seldom free. Properly to enjoy and appraise him it is necessary 
to know him in the original, with all his verbal and metrical felicity. 
He started writing in English when he was over fifty, and his trans¬ 
lations of his poem5--with the exception of the Gitta^aii which 
was a recreation—barely preserved the skeleton of their originals. 
They were semi-poetic (sometimes pseudo-poetic) summaries and 
paraphrases, much truncated in body and emasculated in spirit, 
and without the slightest suggestion of his metrical variety and 

• Tht Gardener. * ^ PP- 54*. 
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virility. Th^ gave little idea, and often they gave a wrong idea, of 

the best that Tagore could do. 

To show how Tagore’s peculiar methods of tiaoslation and 
presentation have impaired some of his best works: one of his best 
songs is the following from The Gardener beginning: 

1 am restless. I am athirst for ftf’^away things. 

My soul goes out in a longing to couch the skirc of the dim distance. 

O Great Beyond, O the keen call of thy flute I 

I forget, I ever forget, that I have no wings to fly, that I am bound in 
this apoc ever more. 

So far this is faithful to the original. But in the second stanza ‘I 
have no wings’ has been changed to the puerile ’I have not ^e 
winged horse’, and the resulting nursery atmosphere has destroyed 
the entire spirit of the poem. The English version of ’Sonir Tari’ 
(Golden Boat),’ one of Tagore’s best mystical poems, besides 
b^ng shorter by over two-thirds, has drained away the life-blood 
of the original The river along which the mystical person comes 
in the golden boat 'licked up and swallowed the island’, while in the 
original it U 'razor*edged, sharp to toudi’. ’Urbasi’ is Tagore’s 
greatest ode, comparable with Keats’s 'Ode on a Grecian Um’ and 
Shelley’s ‘Hymn to Intellectual Beaut/, and magnificent in its 
blending of classical sod vernacular diction, of mythological and 
popular imagery. In the barely moist bones that have been pre¬ 
served in the English version, not only has the poem lost its 
original loveliness and grandeur, but such gratuitous effeminacies 
as ’glad that the dark hours are so secret’ have loeen interpolated. 
Urbasi in Hindu mythology is the dancer before the gods, and the 
stanza describing her dancing is perhaps the best in the poem. 
The poet’s version’ ruosi 

When you dance before the gods, flinging orbits of novel rhythm into 
space, Urbasi, the earth shivers, leaf and grass and autumn fields 
heave and sway; the sea su^es into a frenzy of rhyming waves; the 
stars drop into the sky-^beads from the chain that leaps till it breaks on 
youi breast; and the blood dances in men's hearts wi^ sudden tunnolL 

Compare that with the following literal translation^ of the original 
to get an idea of the loss. 

In the assembly of the gods when you dance in ecstasy of jcpy, 

0 swaying wave Urbasil 

’ Fagitwt and OOter Pomt. 

’ Based on Edward Thompson’s rrwuJadoo. 
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Tlie sea surges in the same rhythmic dance; 

In the crest of the com the ekirt of the earth shivers; 

From the jewelry on your breasts stars drop into the iky; 

Suddenly in the breast of roan the heart loses itself; 

The blood'Stream dances! 

Suddenly on the horizon your girdle bursts asunder; 

O adld abandon! 

Even a worse fate has be^en 'Ballkl', Tagore's beat reflective 
poem. To give an Idea of what it is like in the original a literal 
translation of the first part is offered later in this essay. The poet’s 
own version' is but a pale ghost of the original 

Tagore is without a doubt the finest. product of Western 
influence. The Western element in his woric affords excellent 
evidence of the ideal of internationalism which he passionately 
held and worked for. He was a firm believer in Rimmohan Ray's 
ideal of a universal human culture, and he gave practical shape to 
it by founding the Viswabl^ti, an international university. He 
held that in a world like the present, tom by economic and political 
strifes, it is all the more necessary that creative artists and poets 
should have an international and cosmopolitan outlook; while 
having their roots in the national soil, and deriving sustenance 
from it, they should at the same time breathe an international air; 
only then would they prove themselves true custodians of the 
human spirit. History hsd taught him that though men had fought 
against one another in the past, they had also combined among 
themselves. It was their moral spirit of combination which was 
the basis of their true greatness and had fostered their art, science, 
and religion. 

Man can destroy and plunder .. . but he is great because his soul 
comprehends all.... Essentially man is not a slave of himself or of the 
world, he is a lover. His freedom and fulfibnent is in love, which ia 
another name for perfect comprehension.* 

Tagore’s internationalism will be one of hia chief claims to future 
remembrance. As a writer he is conspicuous for the universal 
range of his sympathies, and for his fine blending of cultures Asiatic 
and European, ancient and modem. Though primarily an Indian, 
and a Bengali, he belongs, by his delicate mastery of the English 
tongue, to the English-speakii^ world His works are as much the 
growth of the common Bengali soil as are the grass and the mango 

' FuriAw and Other Poems, * Sidhartd. 
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groves on the banks of the Bhlgiiathi, yet they are the product of 
a supreme culture, one of whose main streams came from Europe. 
He is, and will always remain, one of the world's greatest inter* 
national writers. 

The Tagores were a cultured and wealthy femily, and Rabindra¬ 
nath's father, DevendranSth,* was one of the leaders of the Brahma 
Samlj. The poet’s early life was spent in an atmosphere of rel^on 
and the arts, principally literature, music, and painting. In religion 
his inspiration was derived from the Vedas and the Upanisada, but 
with him as with many Hindus the Upanisadic monism was 
diversified by the Vaisoava dualism which maintains the separate¬ 
ness of the divine and the human in order to show the process by 
which they realiae each other. 'Hiougb the Absolute is one and 
indivisible, in the phenomenal world God and man are regarded as 
separate and wooing each other. The infiucnce of these two trends 
of thought is found throughout in Tagore’s religious poetry. 

In music Tagore's training was clas^cal Indian, though as a 
composer he rebelled against the tyranny of classical orthodoxy, 
and introduced many variations of form and phrase, notably from 
Bengali folk-music of the Baul and Bhatiyall type. He had some 
training in European music during bis first visit to England, and 
some of his early songs were composed to the tunes of the Border 
Ballads and Mtwre's Iri^ ATslbdiW. In later life he made some 
experiments on harmonization in the European maoner. As a 
writer the course of his life was early set. He was brought up on 
three languages—Sanskrit, Bengali, and English—and the most 
formative influences were those of the Sanskrit classics (particularly 
Kalidasa), the Vaisoava poets of Bengal, and the English romantics 
and post-romantics, most notably Shelly. In later life he went 
to other English and European writers and schools, notably 
Browning and Maeterlinck (for the symbolical plays), the English 
aesthetes of the yin die sUcU, and the poets of the Cdtic Twilight. 
Except for a short visit to England at the age of sixteen, his early 
life was spent in Calcutta or in the village of SUaidl on the Padmi 
where be managed the family estate. In xpoi he founded his school, 
the Slntiniketaji, at Bolpur as a protest against the existing bad 
system of education. The school was a great success and gave 
birth to the Viswabbirati. On revisiting Eoglaud in 291 z he 
brought with him the English OiUa^aU, and its publication in 19x2 

‘ See p. ra?. 
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and the award of the Nobel Priae for literature the folIo<adng yter 
made him world-himous. This was the first award of that prize to 
an Asiatic. The rest of Tagore's life was spent at Saatiniketan, 
except for several travels and lecture-tours in which he carried his 
message of human unity to all the important countries of Asia, 
America, ai\d Europe. 

As a novelist Tagore gave good pictures of upper middle-class 
life in Bengal in Nauhadubi^^ Chohher BaH,^ and, later, in GorS 
and Chare BSire.^ The last two, perhaps the beat novels written 
by an Indian, are interesting studies of the impact of Western ideas 
on Indian life. Tagore’s technique is modern, and a great advance 
upon that of Baiikim-chandra Cba^opidhly. His plays represent 
a large variety of types; social comedies in prose, such as Chirac 
humSrSabkiy GarSyGalad, and Vaikunther Kh 2 tS\ romantic plays 
in verse which have appeared in abridged prose versions in Engli^ 
as Chitra, Sanyasi, Sacrifice, and The King and the Queen; symboli¬ 
cal plays in prose, as BSjS (King of the Darh Chamber), 
Bhd^twi(C^cle of Spring), and R^ia Karabi (Red Oleanders)', 
and short romantic playlets such as MSUmy ChanddUhS, and Natir 
Puja. The Pest Office* is generally regarded aa a symbolical play, 
but is more aptly described as a fable. All these plays have songs, 
but Tagore wrote several plays, such as Vshrdki^praiibhd and 
MbySr Khel 3 , in which music predominates as in the European 
opera. Mention should also be made of the dramatic dialogues in 
verse, i\xch as ‘Karns o Kunti’ and ‘Viday-abhisap'. 

A number of things repeat themselves monotonously in Tagore’s 
serious plays: popular uprisings (which are as serious as tempests 
in tea-cups); good kings who abdicate (in the manner of kings in 
nursery tales); and stock characters (e.g. TbakurdadJ, Didl, Viau) 
through whom the author speaks and sings more directly than 
through the other characters. The emotional or spiritual crisis is 
almost always brought about by a youj^ girl. T^ore’s best 
dramatic work is to be found in his comedies, though this will 
appear too heterodox to some. In the comedies we meet some real 
people, while in the serious plays the characters are almost all of 
them mouthpieces for the author’s songs and ideas. The songs are 
often good, the ideas fine, but they by themselves do not make 
good plays. Chitra is delightful, particularly in the original, because 
of its poetry which makes us forget that it is a play. Zt is a nyiho- 

* The Wreck. * Syesare. * Hoine and the World. * ^k-gfutr. 
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logical story set in a virgin forest far from human habitation, and 
its hero and heroine are no more real than the lovera on Keats’s 
Grecian Urn. The Post Office is too dehcate even to analys^ but 
it is sentimental to the core» and a most haphazard combination of 
realism and phantasy, it is not dear, for instance, whether the 
King’s Herald and the State Physician are real (even if no more so 
than the other characters) or exist in Araal's fancy. 

In The Post Office and in the poems on childhood in Sisu 
(Crescent Moon) T^ore saw children through a film of fancy 
and aentiinencality. The Uouble with the symbolical plays is that 
thdr symbolism is nebulous, and presented in the most vague and 
whimsical manner. Maeterlinck, Tagore’s master in this genre, is 
lucidity and concreteness in comparison. Even in R^a. the best 
of the symbolical plays and with a theme (God’s relationship with 
the human soul) which calls for the utmost restraint and con¬ 
centration, Tagore throws on the stage a whole crowd of people 
(ThakurdidI and his followers) whose sole function seems to be 
to clog and confuse the action with their interminahle singing and 
word-spinning- Tagore’s characteristic prolixity and fondness for 
conceits and verbal ingenuities run riot in these plays. The best 
of the romantic plays, viz. The King and the Queen and The Saerp- 
fice, had certain fruits (e.g. declamation and over-burdened plot) 
in the original which have been eliminated from the abridged 
English versions. Apart from the fact that poetic plays can never 
be perfectly happy in prose versions, these two, particularly The 
Sacrifice, do fairly well in English. Taste’s other verse-plays are 
very carelessly written, often to the point of lacking rudimentary 
dramatic sense or even common sense. When Sanj^, the ascetic, 
in the play of that name, first meets A^santi, she says, Will you 
touch me ?’ In reply Sanyisi says, ‘Yes, because nothing can touch 
me truly. I am ever away in the endless ... you are to me as the 
blue sky is—you are, yet you are nof and other equally incompre¬ 
hensible things until Vasanii, who is a little village girl, says, ’I do 
not understand you, father.’ But Sanyisi is undeterred, and Inflates 
further: ‘Don’t you know this world is a bottomless chasm ? The 
swarm of creatures, coming out from tiie hole of nothingness, 
seeks for shelter, and enters into the gaping mouth of this empti¬ 
ness and is lost,’ and so on and on until the poor child says, ’Father, 
you frighten me.' It is impossible for us not to laugh at San^si, 
though Tagore meant him to be taken seriously. The best thii^ 
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th&c can be said of Tagore's plays U that they are poetic rather than 
dramatic, and that their value conaiau in their poetic passages and 
songs rather than in their plot, action, or characters. 

In My Rermmscences (yiwm’-mriH) Tagore has recorded the inner 
history of his early poetry. It is the history of his emergence from 
the unreal and self-centred world of adolescence into the adult and 
super>personaI world of man and nature. The emergence 5 ound 
expression in many early works: in the poem 'Awakening of the 
Fountain’> where the poet*$ soul was likened to a fountain im- 
prisoned in a dark cave undl one day the morning sun pierced the 
cave with its rays and set the fountain free; in the play Vsbmki‘ 
pTotibhi where the imprisoned poetic genius of the robber-chief 
is set A^ee by the awakening of love in his heart; and in the poem 
‘Prabhit-utsav’ (in PrabhSUsangit) with its jubilant cry: 

I know not how of a sudden my heart flung open its doors, 

And let the crowd of worlds rush in, greeting each other.* 

About the early play PrakritiT Fratitodh (Nature’s Revenge)^ 
Tagore said in My RemiTmceTicts : 

The hero was a Sanyaai who had been striving to gain a victory over 
nature by cutting sway the bonds of all desires and affections and thus 
to arrive at a true and profound knowledge of self. A little girl, how> 
ever, brought him back imm his communion with the infinite to the 
world and into a bondage of human ailectioo. On so coming back the 
Sanyasi realized that the great is to be found In the sjnall, the ioflnite 
within the bonds of form, and the eternal ^eedom of the soul in love.... 
‘Nature's Revenge' may be looked upon as an introduction to the whole 
of my future literary work; or, rather, this has been the subject on which 
all my writinga have dwelt—the joy of attaining the uiflnite within the 
finite. 

After Prabh&t-SQ^t Tagore went from atrcngth to strength in 
a rapid succession of works and ranging over a wide variety of 
matter and manner. His gift of lyricism and song was fully in 
evidence in Kari 0 Korrutl and MSnasi and attained ripeness in 
CfnirS.* The Ode to Urbaai which appeared in Ckitra is the 
highest watermark of his aesthetidsm. Urbasi is the ideal of 
beauty, non-human and amoral, the spirit of life eternally dandng 

’ 'Nidharer Swapnsbbtnga’, which Tagore truslttes in My 
M 'Awakemog of the WsceritIL' 1 have aubaUruesd 'Fountain’ for 'Wswrfdl' 
as bang more appropriate. * My Rtfremureneef. 

* in the English tnaaJtnon. * Net to be confused with the 

play CfarrdAgadd which appeera in English as Chifra. 
sm N 
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in the universe. Mysticism first appeared on a considerable scale 
in Son&T Tori, and Tagore's philosophical and devotional-mystical 
poetry attained maturity in Naivfdya, KheyS, and GttSiyaU, His 
poems of childhood appeared in Sisu(CrescMt Mom); his stories 
in verse in KatkS o KShittiy PalStakS (Fugitiw), Punascha, and 
other volumes; and his epigrams in KanikS {Stray Birds) and 
Lekhan. In addition he wrote many patriotic poems and songs 
and many poems having a social and political content. In the 
earlier of these Tagore’s outlook was conned to Bengal and India» 
but in Nidoeifya and later volumes his political and social con¬ 
sciousness grew deeper and assumed an International aspect. His 
best reflective poems are to be found in BaWui and some of the 
later books. He is happiest in the bondage of rhyme, but has also 
written some beautiful blank verse and h^ee verse. 

Tagore’s social and political poems are hardly known outside 
Bengal, but they contain some of his best work. They show a 
different Tagore from the languid and unreal figure of the wistful- 
mystical legend; they show an eager and fierce spirit, intensely 
human, and burning with indignation ^inst Inequality and 
injustice. Tagore started his literary career as a lyric poet, and all 
his life he was an aesthete searching for beauty in new forms and 
modes. Religion was always the deepest thing in his life, and his 
lyricism alsvays soared on the two svings of secular and religious 
song. Introspection and mysticism came in the second stage of 
his career, and nourished his lyricism until its secular side ripened 
into the abstract and philosophical poems of the BaiSh& period, 
and its religious side ripened into the devotional and mystical works 
of the Gitanjok period. But Tagore was no escapist at any point 
in his career; neither bis aestheticism nor his mysticism was ever 
divorced from life. His practical activities as politician, educa¬ 
tionist, and social and religious reformer bear ample evidence 
of this. 

In some of his social poems Tagore poked fun at the hollow men 
and hollow institutions of his country, in others he painted moving 
pictures of the victims of oppression and injustice. Social satire is 
present in such poems as 'Dharma-prachsr’, ‘Durants Asa', ‘Nava- 
vahga-vir’, 'Him Tim Chha?’, and ‘Juiar Avlskar’. The last two are 
in the form of apologues written round King Habu-chandra and 
Minister Gabu-cbandra, the stock fools of Bengali folk-lore. 
Tagore finds his quarry in the smugness and verbose inefficiency 
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of his countiymen, and his delicious wit makes us wish that he had 
written a few more poems like these rather than many of his senri- 
mental poems. In the poems in which he touches on working- 
class life he reveals a sympathetic attitude towards working-class 
people, and he takes thdr side against their masters, but he sees 
them from the outside andseotlmentali^ them.* In * Karma’ after 
the master has rebuked his servant for being late and for not 
getting his bath and ocher comforts ready, the servant says *Last 
night my daughter died at midnight’, and, turning quickly, 
resumes his work like an automaton. 'Puiican Bhritya’ is the story, 
hiU of sentimental appeal, of a servant who sacrihces his life to 
save that of his master. T^ore is open to the charge of class- 
complacency in these poems; in spice of his conscious sympathy 
for the servant, he really, though unconsciously, looks at the work¬ 
ing man with the eyes of a master. In 'Dui BigM Jami' the tenant 
is wrongly deprived of his homeby the landlord, but the sentimental 
treatment of the story has spoilt its social issue. Surer in the 
handling of their social content, though they too are funda¬ 
mentally sentimental, are the short stories in verse (in PalStaki and 
later books) dealing with the frustrations of Bengah middle-class 
life: the young znan^ who cannot pass examinations and cannot get 
a job; the girl^ who cannot get married because she is not good- 
locking, and whose life is useless 'like an idle boat left on the beach 
of a dried-up stream’; and the young wife^ whom the drudgery of 
housework has turned into an old and dying woman at the age 
of thirty-one. 

Tagore was a proud and ardent patriot. His most intense period 
of political activity was in the years followup when the 

agitation against the partition of Bengal was at Its highest. He 
renounced his knighthood in 1919 as a protest against the Amritsar 
affair In a letter to the Viceroy which is among the great documents 
of rieedom. ‘Tho time has come when badges of honour make our 
shame glaring in thrir incongruous context of bumiltation, and 1 
for my pare wish to stand, shorn of all special distinctions, by the 
side of those of my countrymen, who for their so-called insigni¬ 
ficance, are liable to suffer a degradation not fit for human beings.' 
His patriotic poems and songs, particularly the latter, have passed 
into the common heritage of his country; the song ‘Bhlrata- 

’ 3c€ Gardaur, Ixxvu-lsdx. * In *KSJ» M«y«'. 

* In 'Milker. 
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bh3gya>%ddh3tS’ is now sung all ovtt as the national anthem. 
In some of these poems and songs he expresses bis passionate love 
of Bengal's natural scenery,’ while in others he sets forth hU 
nationalist aspirations. 

Where the wind is without fear and the head is held high; 

Where knowledge is fr^; 

Where the world has not been broken up into fragments by narrow 
domestic walls; 

Where words come out from the depth of truth; 

Where tireless striving stretches its arms towards perfection; 

Where the clear stream of reason baa not lost its way into the dreary 
desert sand of dead habit; 

Where the mind is led forward by thee into ever-widening thought 
and action— 

Into that heaven of freedom, my Father, let my country awake.* 

Tagore’s nationaliara, far from having anything narrow or selfish 
in it, ia instinct with lofty idealism. For him lodia is not merely 
the motherland of the nationalist; she represents a ^eat spiritual 
principle, vin. the fundamental human unity of the diverse people 
who, whether as original inhabitants, immigrants, or conquerors, 
have made their home on her soil. 

Awake, my heart, in the bob' l&nd 

On In^'s mighty buiuan sea ... 

No one knows at whose caU the many streams of men 

Came ruahing from afar to mingle in that sea.* 

Above all, freedom for India was for Tagore the freedom of her 
common people from opprearion and injustice, foreign or native. 
In ‘Apamanita’ he reminds his country Aat it must expect ineulta 
from its foreign ruler as retribution for the insults it has itself 
heaped on some of its own people by withholding from them the 
elementary rights of humanity. He hated the cowardice of the 
weak as much as he hated the arrogance of the strong, but he was 
always on the side of the weak against the strong. 

Those who walk on the path of pride cruahing the lowly life under 
their tread, covering the tender green of the earth with tiieir fboeprinta 
in blood; 

Let th em rejoice, and thank thee, Lord, for the day la theixs. 

' As in *Ssnt*. 

* GitanjaH. See also the peon 'Freedom from fear' in Fugttio^ and Othtr 
Pcemi. ’ 'Bhiravtinhe'. 
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But I am thaji^ful that my lot U«s with the bumble who auffer aod 
bear the bupdeo of power, and hide their faces and stifle their sobs in 
the dark. 

For every throb of their pain has pulsed in the secret depth of thy 
flight, and every insult has been gathered into thy great silence. 

And the morrow is theiis.* 

Tagore's nationalism is really hU humanism applied to India, and 
his poems of nadonalism are more aptly deacribed as poems of 
humanism. He held that the Indian problem was a part of the 
world problem, and the advice he gave to Indian nationalists con¬ 
tained the following sigoifleant words: 

The moment is arriving when you also must find a basis of imi^ 
which Is not political. If India can offer to the world her solution, it will 
be a contribution to huroanity. There is only one history—the history 
of man. All national histones are merely chapters lo the larger one.^ 
His own nationalism he always kept within the proper framewodc 
of internationalism. His ardent intemadonalism provides the 
justification (if justification be needed) for those poems in which he 
castigates the greedy and militant nationalism of some of the 
European countries. One of those poems is ‘The Sunset of the 
Century', originally written on the last day of the last century, and 
prophetic in its vdsion of the wars which have rince harrowed the 
world without a respite. 

The last sun of the century seta amidst the blood-red clouds of the 
West and the whirlwind of hatred. 

The naked passion of self-love of Nations, in its drunken delirium of 
greed, is dancing to the clash of steel and the howling verses of 
vengeance. 

The hungry self of the Natfon shall burst in a riolence of fury from 
its own tameless feeding. 

For it has made the world its food, 

And licking it, crunching k, and swallowing it in big morsels, 

It swells and swells, 

Till in the midst of Its unholy feast descends the sixddea shaft of 
hesven piercing its heart of grossness... 

‘The Oarsmen' was written during the First World War. 

All the black evils in the world have overflowed their banks. 

Ye^ oarsmen, take your places with the bleesiog of sorrow in your 
aouls. 


• Frydt-GaOt£ring. 


* Ncn'Mehm. 
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Whom do you blame, bfothcR ? Bow your heads down! 

The sin has beeo yours and ours. 

Thi: heat growing in the heart of Cod for age^ 

The cowardice of the weak, the airogaace of the strong, the greed of 
fat prosperity, the rancour of the wronged, pride of race, and insult 
CO man— 

Has burst God’s peace, raging in storm.’ 

The rise of Fasdsm caused Tagore intense distress, and he raised 
his voice against the Fascist rape of China, Abyssinia, Spain, and 
Czechoslovakia. Among the best work of his last five years are the 
poems 'To Africa' and The Worshippers of Buddha’. To Africa’ 
concludes thus: 

With man-traps stoic upon you those hunters 
whose fierceness was keener than the fangs of your wolves, 
whose pride was blinder than your lightlees forests. 

The savage greed of the dvilired stripped naked 
its unashamed Inbumanicy. 

You wept and your ciy was smothered, 
your forest traila became muddy with tears and blood, 
while the nailed boots of the robbers 
left their indelible prints 
along the history erf your indignity. 

And all the time across the sea, 
riiutch bells were ringing in their towns and villages, 
the children were lulled in mothers’ arms, 
and poets sang hymns to beauty.^ 

‘The Worshippers of Buddha’ was written (to quote the poet’s 
words) on hearing the report that the Japanese were praying at the 
shrines of tbe Lord Buddha for his blessinga on theit successful 
massacre of the Chinese. 

Tbe war drums are sounded. 

Men force their features into frightfulness and gnash th«r teeth; 
and before they rush out to gather raw human fiesh 
for death's larder, 

they march to the temple of Buddha, the compassionate, 
to flaim his blessings, 
while bud beats the dnm rat-a-tat 
and earth trembles... 

' Avcf-GefaWvif. 

* Vinebhenui Quarterly, New Series, to. i- 

’ Ibid. IV. i. 
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Tagore's recognition in Europe was gained by the English 
GiUv^’ali, a volume mainly of devotional songs, But to his country¬ 
men, and to those who can read him in the original, Tagore is first 
and Iasi a writer of lyric poems and songs of love and nature, and 
that is how, they think, he will iive the longest. His lyric impulse, 
which flowed early, showed no sign of abatement for over sisty 
years, from the passionate freshness of the early ‘Awakening of the 
Fountain’ to the thought-darkened 'Last Songs’ of a few years 
before his death. As a poet he has achieved mote than average 
success in almost all the forms of his art, but be is greatest in the 
lyric, where his twin gifts of poetry and music blend most happily. 
His best songs are perhaps unique in their combination of beauti- 
Ail poetry and beautiflil music, although the fuD appreciation of 
their music is only possible for an Indian audience. Poetiy and 
music run Into each other in bis work as inseparably as form and 
colour in natural objects, and it is difficult to say whi^ of the two 
was his primary gift; though the probability in iht present writer’s 
opinion seems to be in favour of music. The wealth of verbal and 
metrical beauty he has given to Bengali poetry is great and reminds 
one of what Shelley, Tennyson, or Swinburne gave to English 
poetry. The most pleasing aspects of Tagore's lyrics, apart from 
their verbal and rhythmic music, are the exqxiisite delicacy of their 
sentiment (when it does not degenerate into sentimentiity) and 
the richness and freshness of their natural imagery. Many of 
Tagore’s best lyrics derive their inspiration from the rains, and 
their most recurrent images are those of Bengal’s rivers and the 
fields and villages by the riverside, 

The day is no more, the shadow is upon the earth. It is time that I 
go to the stream to fill my pitcher. 

The evening air is eager trich the sad music of the water. Ah, it calls 
me out into the dusk. In the lonely lane there is no passer-by, the wind 
is up, the ripples are rampant in the river. 

I know not if I shall come back home. I know not whom I shall 
chance to meet There at the fording in the little boat the unknown 
man plays upon his lute.' 

Tagore enriched Bengali literature in three ways: by exploring 
the resources of Sanskrit literature, by importing ideas and modes 
from Europe, and, as in the above poem, by incorporating themes, 

’ OtiaigaH- The ongioel ebnosphere of a villiae in Beagal ia aemewhee apoih 
ia the Eo^ah vosion by Terdinj:' end 'hire'. 
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imjjfts, and s}mboU from common Bengali life. Colloquial speech 
predominates in both his poetry and prose, and he used folk-music 
for many of bis songs. It was perhaps his greyest achievement as 
a writer to have cut a channel in whi^ the three by no means easily 
reconcilable inHuencea of ancient Indian, modem European^ and 
popular Bengali origin could happily mingle. 

'Balalm^ is perhaps the best example of Tagore’s mature lyricism 
and his power of abstract thinking in verse. A hock of wild duck 
cleaving their way through the sky becomes the symbol of the 
motion that is latent in all modooless things, and of the eternal 
joum^ of the human soul from the unknown to the unJenown. 

Giimmermg in the evening glow the curving stream of Jhelum 
pales with the dark like a sheathed scimitar. 

On the day's ebb the tides of the night come, 
bringing on dieir dark waters the drifting sCar-ilowere. 

Bdow the dark mountains 
the deodars stand in rows. 

I fed as if creation wishes to speak in Its dream, 
but lacks dear utterance; 

and a mag-g of Inarticulate sound is groaning In the dark. 

Suddenly I heard that moment 
in the evening sky 

the lightning streak of a sound hurling across the void 
further and further away. 

0 wild duck, 

your winga drunk with the wine of tempest, 
with wild joyous laugh, 

raised wave upon wave of startled awakening in the sky. 

Your wings 

like resonant apsarS women* 
broke the meditatioD of the stillnesa. 

The dark mountain-range shivered, 
the deodar forest shivered. 

Your wings 
brought for a moment 
in the heart of the startled stiUoms 
the passion for speed. 

The mountain wished to become a vagrant cloud of vaisAkb,* 
the tree wished to spread iQ wings, 

' Heavecly dancers in Indianmytbology who were rest by the gods te disturb 
the meditation of sa^. 

* A month of the Ba/igsli year when thunder^tonm are frequent 
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lad casting the shackles of the earth, 

to follow that sound, and instantly to lose itself 
searching the boundary of the sky. 

The dreams of the evening scatter, the anguish surges 
for the afar, 

O homeless wings! 

The call nogs in the heart of the world: 

‘Not here, not here, but somewhere else.’* 

To divide Tagore’s poetry into the religious and the secular 
would be convenient but arbitrary. For his religion (to quote his 
own words) is the religion of man, or, better still, the poet’s 
religion. Its essence is the Upanisadic principle of the unity of all 
life, human and non-human, and the joyous acceptance of every¬ 
thing, happy and unhappy, that life can give. ' 

The aaroe stream of life that runs through my vans night and day 
runs through the world snd dances in rhythmic measures. 

It is the aame life that shoots in joy through the dust of the earth in 
numberless blades of grass and bre^ into tumulcuous waves of leaves 
and flowers... * 

In this religion (and here we see the Vaisoava influence) the divine 
and the human, the universal and the particular, far from being 
separate, are the counterparts of each other and complete them- 
selves through each other. The divine defines itself in the human, 
and the human attains divinity through the intensity of living. 

What divine drink wouldst thou have, my God, from this over¬ 
flowing cup of my life^ 

My poet, is it thy delight to see thy creation through my eyes and to 
stand at the portals of my ears silently to listen to thine own eternal 
harmony? 

Thy world is weaving words in my mind and thy joy is adding music 
to them. Thou giveat thyself to me in love and then feelest thine own 
entire sweetness in me.’ 

Man is as necessary to God In this religion as God is to man. *0 
thou lord of all heavens, where would be thy love if I were not?’ 
‘Day after day you buy your sunrise from my heart,’ That is why 
Tagore knows no ultimate cleavage between the senses and the 

' Based on Edward Thocopeon’a trsMUnoo. 

* OitatgoU. 
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Spirit, between body and scmi. ‘She [the body] is my bride,—she 
haa lighted the lamp in my house.' Further: 

My body has become one with my mind and heart 0 the wondrous 
IQd In my body! 

This radiant alcy, this play-house, lit with heavenly candles, of day 
and night; this smange great earth for ever weaving its magic web on 
my sensee 

My body is your bridal bed, 0 my King. Witbln its small compass 
is your throne, eternal, infinite, and wondrously beautiful.* 

Tagore's religion is humanistic in essence, and as far removed from 
hedonism on the one hand as from barren self-abnegation on the 
other. ‘I desire with all my heart that I may be liberated from 
suffering by sufferii^.' ‘Deliverance is not for me in renundadon. 
I feel the embrace of fnedom in a thousand bonds of delight.’^ 
Self-centred abnegation is admonished in the following poem: 

Leave this chanting and mging and telling of beads. Whom dost 
thou worship in this lonely dark comer of a temple with the doors all 
abut? Open thine eyes and see thy Ood is not befoK thee. 

He is there where the tiller is oiling the hard ground and the patb- 
maker is breaking Stones. He is with them in sun and in shower, and 
his garment 1$ covered with dust. Put off thy holy mantle and even like 
him come down on the duacy soil! 

Deliverance? Where is this deliverance to be found? Our master 
himself hss joyfully taken upon him the bonds of creadoo. He is bound 
with us for ever.* 

As a Hindu, life for Tagore is the UlS, or loving play, of God, and 
renunciation is the freedom of the spirit to participate in the 
rhythmic f\m that is the world. 

Is it beyond thee to be glad with the gladness of this rhythm ? To 
be tossed and lest and broken in the whirl of this powerful joy? 

Keeping step with that restless rapid music seasons come dancing 
and pass away—colours, tunes and perfumes pour in endless cascades 
in the abounding joy that scatters and gives up and dies every moment.* 

As the Poet, a character in Cycle of Spring {PkSJgmri), says: 

In the open world all is change, all is life, all is movement. And he 
who ever moves and journeys with this life-movement, dancii^ and 
playing on his fiute as he goes, be is the true renounces ... We poeta 

' 'Dehs-liU.* * 

* Oitargdi. See also the poem begifinins *At midniabt the would-be ascetic 
aanouBced' in 7%e Gord^rm. 
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call to e?eryonc to carry bi« Joys aiid sorrows lightly^ in a rhytluiuc 
measure. Our call 1$ the renouccer^s call 

Very few poets, secular or religious, have had Tagore’s vision of the 
beauty and wonder of the created world, his joy in life and nature. 

Light, my light, the world-fUling light, the eye'kissiflg light, heart' 
sweetening light I 

Ah, the light dances, my darling, at the centre of my life; the light 
strikes, my darling, the chords of my love; the aky opens, the wind runs 
wild, laughter passes over the earth.* 

Somecimea, as in the above poem, the sights and sounds of the 
world find a rapturous expression. At other times they are gathered 
into the inner stillness of the poet’s spirit. As in the following 
poem, the frozen music of Tagore’s Hindu soul: 

Thou art the sky and thou art the nest as well. O thou beautihj], 
there in the nest it is thy love that enclosea the soul with colours 
sounds and odours. 

There comes the morning with the golden basket in her right hand 
bearing the wreath of beauty, silently to crown the earth. 

And there comes the evening over the lonely meadows deserted by 
herds, through trackless paths, carrying cool draughts of peace in her 
golden pitcher from the western ocean of rest. 

But ^ere, where spreads the Infuiite sky for the soul to take her flight 
in, reigns the staloless white radiance. There is do day nor night, nor 
form nor colour, and never, never a word.* 

There never was a poet more of the earth, more earthy, than 
Tagore. The beauty and splendour of the earth he has proudly and 
lovingly sung in many a poem. But he also loves the earth, perhaps 
all the more, for her poverty and imperfection. ‘Infinite wealth is 
not yours, my patient and dusky mother dust... I have seen your 
tender fece and I love your mournful dust, Mother Earth.’* In 
some poems he suggests that his love of the earth is older than his 
life. FoDowing the Hindu doctrine of the transmigration of the 
soul he delves into the subconscious recollections of his previous 
births when, in non-human forms, he lived as a part of nature loi^ 
before his present body was bom. Those dim perceptions beyond 
memory tell him of the fundamental oneness of all life, human and 
non-human, and cause him both the joy of union with the earth 
and the pang of separation from it. ‘There is a looker-on who site 
behind my eyes. It seems he has seen things in ages and worlds 

' GitaT^i. * The Gardftter. 
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beyond memory’s shore, and those forgotten sights glisten on the 

grass and shiver on the leaves.’* Further: 

How often, great Earth, have I felt my being yearn to flow over you, 
sharing in the bsppmess of each green blade that raises its signal banner 
in answer to the beckoning blue of the sky! 

I feel as If ] had belonged to you ages before 1 was bom. That Is why 
In the days when the autumn light shimmers on flie mellowing ears of 
rice, 1 seem to remember a past when my mind was everywhere, and 
even to hear voices as of playfellows echoing from the remote and dimly 
veiled past. 

When, in the evening, the cattle return to their folds, raising dustinsm 
the meadow paths, as the moon rises higher than the smoke ascending 
fmm the village huts, I feel sad as for some great separation tiuit 
happened in the lust morning of existence.^ 

Ti^re’s poems derive their spiritual unity from the love of Hfe and 
the world that runs through them from beginning to end, giving 
them the rounded perfection of a song. One of his early poems 
(Tran’) began: 

This world is sweet I do not want to die. 

I wish to dwell In the ever-living life of man.^ 

The same love of the earth, but richer for its spiritual ripeness, la 
present in the following song which is among the last that he 
wrote: 

I know that at the dim end of some day the sun will bid me its last 
^rewell. 

Shepherds will play their pipes beneath the banyan trees, and the 
cattle will graze on the slope by the river, while my days will pass into 
the dark. 

This is ray prayer, that I may know before I leave why the earth 
called me to her arms. 

Why her night’s silence spoke to me of scars, and her daylight kissed 
my thoughts Into flower. 

Before I go may I linger over my last refrain, completing its music; 
may the lamp be lit to see your face and the wreath be woven to crown 
you.* 

' Gift. » PtigiiitM (Old Other Peemi. 

* My Pemimeefutt. • Pruii-GaiMng. 
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Ax^are-oydUytf, 49. 

* Awakeniog of the Founcala', 177,183. 


Bibu, 151. 

130,149. 

Bacon, Francla, 127. 

Bodiuj'-fdnAf, 83. 

Bikya^vaiiuT tddl Mdnov^akruir 
Sov^andha, laa. 

Bajra Tkri. 32, 

‘BaltoiV J73. 

BsUkd, 178. 

HaliramDIs, ^3, 56,65. 
adiyaalS-sutTa, 52. 

12 $ A. 

Qanabhana, 126. 

^Bande Mitaram', zs3, 

BindhMi, ivj, 231. 

BaAga. 4. 

a JI (B&AgU). ^ 

m'Chandn ^anopidMy, 107, 
115-X6. lao, 128, 131, 133, 15:, 
152-^, i6s, 17 $. 

Btfu Chemdtdla, 38-40,68. 
£tfrm*it9ikdxan, lot. 

Biul, 86^, 174. 

BehuU, 43 n. 

BAlikB^dr, tst. 

Bener 131. 

fiangaii culture, phased of. 8-11. 
language, 1-4. 
literature, penode of, ir-12. 
ttiauscripn, 27. 
people, 1. 

Bhodrdrjjun, 149. 

BhAfotMt^^dnA. 91 . 38. 37, 41; 
Ttreione by MAlldhar Vasu. 37^; 
by Midhae Achlrya, Kaeiclmdra 
Chakravartti, and others, 6$. 
BAdtMmdf, 76. 

Bliakii, a 9 - 3 , 84, 4^ 47 , 76. 
Bhakuroiijinutitidiai, 13 a,, 46, 49. 
Bhakti^atnSkor, 10, 54, 60. 
Bhakti-yog, 13a. 

Bhaniti, 27. 

Bhdm«aA<i»itmiids, 149. 
BkdRuamker JWdpofs, 55. 171. 
'Bhira^bb&gya>vidhflU*, 179*^. 
Bhir9t*chari^ Biy, 83, 86, 88, 890.. 
90-5. 96, joa, 103, 120, 133, 134, 

136, *«- 

Ba^SU, 207. 

'Bhmt'tinna', 180 n. 
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Bh4fatvarsa, to?. 

Shdratvartty^ Up^k Son^radify, 
122 . 

Bhlfu Dam, 67, ?$. 

BbasS, u a, 3. 

Bhifiyili, S6^, 174. 

Bh»vftbKuti, xs$. 

Bhsviatpda, 65. 

BharlAi Di», 9$. 

BbavioicharM VandTopfidhay, to 6 , 
lai, 123. 

Bhivanipnaid Riy, 74. 

BhavAblMnkac Dia. 74- 
Shrdittivilds. 12 ia6. 
fibudev Mukhopidblj 113 n., 127, 
tjl. 

Bible, 102,104 a. 

BUttomaiigei, 151. 

BoAodt^. X24- 
Border Balladi, 174. 

Brihma Semij. 92 i 

Brd/mum Hmd** KdOuHk Sa>ftuSd, 97. 

Brd/onan-mi<uOd. nxn. 

Braimwmeal ixe. 

Britra-ianMT, C43. 

Browning. Robert. 174. 

Buddha, 23. 32, 76. So. 

Boddho-div, 151. 

Bu^dhiam. 5,7. 8, is, 22.23, 241 32. 
Bur^ SHJ^ Gh4r» Rd, 141.150. 
BjTOQ, George Gordoa, 13$. {38. J40. 

Calcuta School Book Society, 10$. 
C^tM Ladi4. 139. 

Cajay. Feli^ 104. 

Carey, William, 100, toi, toe, 104,205. 
CerMe, Thoniaa. 140. 

C«k(e Twilight. 166.174. 

CUd SadlMT, XI, :6,33.43 ff. 
ChaittAyt,!, to, ty n., x6. :8,23,24* 
37,39,42,46,47-8, 49. S«/ S h 5*. 
S3. S8, 64, 6s. 
uognpluaa ox, SoS- 
Choaafya-biiag<Mi, 10. 16, 50, 66, 
C/vUtmya-Jumdraktaamdi. 52. 
C^awiij ia-ehandr«day, $0. 
Cheitanya-d^itdmi 1 fc, by Kriaaedfta 
KiTirfj, 3,911., St, 54; by Pare* 
mlnanda Sen Kavikamapuc, 50. 
151. 

by Jay&naada, $0; 
by LMhaa E^, 30. 
CAeM7iya-talti9Cpfad^, 49 n. 

Chalii bhiai, x2,120, >2i,t&$, taS, !a9. 
Chambart. Robert and William, 123. 
CfuntfU/iMJ, (75. 

Chaadi Bengal) aod Cbandi cult. 
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Midhav Acbirya, byMukunda* 
rim Chakravami, 09^4; byDwija 
Jaairddan, JaynlriyaA Sen, txtd 
others, 74. 

Chaa^ 66,74 

CbaadtntVM Munai, josd. 
Cbicdicharaa Sen, 164. 

OisnsLcharaj] VandyopCdhly, 122. 
Ch2ndidi8,-27,38-4©, 55,5^S9.«>63. 
Chandranlth visu. 131. 
Chandraaekhar, 57. 

ChsndroftVuir, 133,156, J57,162,163x1, 
Cbaodiaaekbar Mukhepii^y, 131. 
Cbandjivati, 6$. 

Characur, 123. 

CWn Prepm Uitar, xix n, 
Chantdifok, 132. 

C/ienctfoob, 124. 

Chirvpdih, 222. 

Ckorya, 2 0., 27, 28-9> 3« 

Cbsutiaa, 91. 

GkJumB/di-saimidra, 54. 

ChhatrapoU, xsi. 

Chh^fibnayi, xaB. 

Claraktonir SMd. 175. 

Chitri (Becffali), t??. 

Qtatra (EniJiah), 175, 177 n. 
QMtriAgadS, x77 n. 

Cfnrta UtOi4/i, 84. 

Chictafofljaa Die, 23. 
CMtutkarsavid/ubt, 123 n. 

CAoAAer Bdfi, 175. 

Cottutfy 0/ Brrm, 12$. 

Oonrmutton Man, 122 n. 

Coombe. George. !22n. 

Crfpar Xaatrfr (JrtSbbtd, 97. 

Crttttnt Mo<^ 176,178. 

Cycit <if Spring, 175, j86- 

0 Khonar P'eefian, 29, 30. 
pgk-ghar, X75 n. 

Dakaui Ray, 17, 8x-2. 

^fnorujftir. 133, 

dimodar 165. 

Dante, 138,148. 

ZTofonoAdo^yd, 148, 

Diaara^iRay. 133. 

DsuIm Ktai, 82, 

DayirScn, 86. 

'D^a-liU’i 186 n. 

Devakiaandai) Sirpha, 65. 
Deveadraziith TUkur. 122,127,13 x. 
Dfoi C/taudMo’Sn, 153, 237,159, im, 
162, 163. 

Dhan^ti, ri, x6, 2$) 33* 67 ff. 
Dhuma and Dhanns cult, 7, 14, xs, 
x6, X7, 30, 32, 33. 7^; Dhatma 
fable, 77-8; Dharma'Cnibgal poema 
by Ghacariffi Cbalnvartti, Kheli- 
rtm, Mlnikrtm GinguU, Mayur 
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BhtRa, Ruprfim, ShArtai Dis, ud 
Sy&ni Puf^c, 7 S^. 

222 . 

'Dh«rrnt*pr2chtr\ 27$. 
DS^m^-piuLik, 2M^. 
DA^i9^tait%oa, 230. 

Sdn. 

£>itd^rcn, 106. 

Dim ChiAdidii, itt Chandt^. 39i 
40, S6n<, 63. 

Dinabmdhu D<», 57, 64. 

Dinibandhu Mien, 15^, iji, 
DOianonimehan^rodi^, 49 &. 

Dwifta Oomwdta, 14$. 

Don Ancocio, 07. 

Drama, binh of. tt, tig, t^S f£. 
Duhkhi Syimdii. 6$. 

*Dui BigU Jtrm’. 270, 

DurdUMhfr Vmhd Mhranon, 126. 
'Duranta Aal*, 176. 

Durgi. 74, 

Dur^pca^ Mukhufi, 86. 

^trga.j^rtdmi. 252,153,156, *6*. 
Durllabh MaUUr. 8$. 

£>ur£^aMac^, 49. 30 a. 

Dutch wordt la Boonh. 4. 
Dwtnklalth Vldyilmaaan. 127. 
LKvijt DhanaSjav, 94 ^, 

Dwija Haridii, 

Dwiia Janirddaft, 74. 

Dwja KUIdla. 16 . 

Dwi^a KamaUlochan, 74. 

Dw^a Madhukantha. 79. 

Dwya Ratidcv, 81. 

Dw^a Vireawar. S6. 

Datijendraniih Thfikur, 131. 

Edgeworth, Maria. 123. 
jSk£i id Bait Sebiiy^td, 141, i^e. 
Eaglcih worda in BangaJl, 4. 

Syatffrt, tyg n- 

Fabitt (by John Gay), 20$. 

Fakar-r^ Kavibbuaaa, 75. 

Falataff, i$o. 

Ftecion. 227. 

Fort Wniiam CoUege, 98. too, 202. 

joa. 103.104, 123, i 24 i (25. 

Freneh word* in BangaTi, 4. 
FhAt-Gaiitfritig, 170 n., 181 n.. 182 a.. 
288 n, 

FuiitnM and OtJur Foenu, 272 a,, 178, 
18c n.. 188 n. 

Gadidhar. 79. 

Ga&giaoafDJ, 86. 

Gohfidia Son, ?;. 

Gangidhar Bhandchlrya, 106. 
G^aam*’, Tht. (69. 170. 171 n.. 172. 
279 n.. 186 a., 187 n. 
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Gatigonoda, 59. 

Gauf, t, 8 , 9. 10, XX, 2S. 35,40^ 
(iaur'Chaodnkfi, do**;. 

Gaurdia Batfk. 138 s. 

Gauriya Riti, 5^. 

Gauiaundar Dia. 64. 

Gay, Joha. 105. 

Ghanardm Chakiavarni, 79. 
Ghaaaayin DAs, $4 a.. 64 a, 

Ghort Bdirt, i7<. 

GbSzi Saheb, m. 

Oilehrist, John Bortbwick, te2 a. 
Giridbar, 76. 

Gaiadramobini, 148. 

Gtru.cbaAdra Gho», 147, ijr, 

Gifa GoRnda. 6, 28, 38, 39 a., 76. 
GuofdaH. 169, J 7 X, :74, x78, 180 a., 
183,185 n., :86n., 1872;, 
Oii^dfiigr Bhaitdki, 23s. 

34, 64. 

0 \t~k^pataru, 64 n, 

Gokultoanda San, 64. 

GoJakaitb SannA, :02 a. 

Goldamitb, Oliver, 104, 105. 

Gopil Siiz^M, 65. 

G<^iAl-ll] Micra, 10$. 

Gopivallabb DS^ 53. 

Gs'd, 175. 

Gorakualth, 8,27.33, 84,8$, 
OpTCkiO-vday, 29, 84. 

Gey^ Gaiad, S 7 t. 

Gonedmzr rote vichdr, 22: a. 

Govinda Die, 74. 

Goviadachacm. ti, 84,83. 
Govindachandra Sea, 105. 
Govuulidfts Karmakir, $1. 
Govindadia Kavirij. 51 n,, 56, $8 a., 
$ 9^7 82. 

Gwmatf maftgai, 65. 

GremfKBr Bepftd Lemiuage, 97. 
Greek worM la Berinli, 4. 

Gunad(i Khin, xee MiUdiiar Va«u. 

Kalhed, Nathaniel Braasay, 97. 

Hicif} 83, 

Hip AkMi, 87, X33, 134. 

Payltar, 

Harachendfa Choi, 149. 

HSrdndhl, 231. 

Hatapniid ^y, loa n. 

Htnpniid Sinri, 29 a., 77 n.. 131. 
Kaiichann Db, 52, 53. 

HaridaRa, Kin^ 30 a., 45. 
Hariniri)^ Dia, 74. 

Hlfipi, 8, 33. 84, 83. 

Hoiit^chastdra, 250. 

Hans-chandxa Vmu. 74> 

Hanvellabh, s6. 

Hari-wiiwt, 65. 

Kam Tukiir, 87. 
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Hitea-tii, Sj, 

Hiyll MUiinud» 34« 

ivi. 146. 

H«miAgiAi, Srinuii, 166. 

H«m-chJiidfa Vtadjrop^^^yi 

j»p» 148. 

•HimTunChluV, 17S. 

Hbdu College, HA'S, 119, !»?, 130, 
IV. X40. 

HM^totUoa, 132. 

Hitiory (if 0««, 105. 

HinpsiUsa. 84* t^h xm n> 

Hofy War, 104 n. 

Ham and iha World, zjs a. 

H(Mn«r, 136, {38, 244 - 
Hus««in Snah, wlcvi of Sengal, 31 a.. 
46. 

Huiom Pydckdr NaJud. 129. 

‘Hyaan to Intellectual Beauty'i 17a. 
HyptrioH, 141. 

HeJihobd, ia 6 . 

Imp rwtmnt <4 ^ Mini, 123. 
hmrS. 133, ite. 

Indnnith Vaadyopidhiy^ 133. 
IxaaiiA wordi in Bengali, 4. 

IrM Mtlodkt, 174. 
lein Kigtf, 53. 
hlimt. 7. t 9 . 46. 83, 83, $ 6 . 
!tw«r>clundn Oupta, 108, 116, 117, 
: 10-30, raa, ia6o., 133, J34“S. 
148) X53. 

Iswax-chandn Swxni. entitled Vidyi* 
•ftgtr, 19 a., 113 a., lai, tsa, 

J17, 09, 133,136, 146 ,15 3 > * 5 ® 
loe. 


JagtdioMida. 58. 

J«giiji<r 3 a GKoaU, 66 . 

Jegensltb, 38 j poeau oa, 79. 
Ja^atrtni Vandye, 74. 

Jain aad laidvn, 5, 7, 8, 

Jdmdi Bdrik, 130. 

Jaya Dsva, 6,13, aS, 39a., 5 % 5 S. X 7 X. 
JaytoMwia, 30. 

JaygepU TarkftUnkir, 106. 
jayaMyan Gbo«U, 96. 
^yndff^^^Saa, 74, 88. 

7 tMA*i 'nj iti, X77. 

JiThrbna tpbiQ% 66. 

^S-dJers 6 ^ 9 . 

$3 a. 

BamueJ, 103,136 a. 


Jouraaliam, birtb of, ti, 106-7, ii9* 
*Jutlr AviikSr’. i?8. 

JyotirindranAih Th8kur, ijo-i. 
^otirwdyi, 204 a. 

Kdda/riari, 136. 

KSti. 22,23.88, 89, 90* 133* 

Kllidisa, 13, 21,130> <38,174- 
KdliM-maigal. 1^ Bblnt'Chandra 
RIy, 90; by Khcaarim Die, 81; by 
Kimpra^d Sea, 88. 

KdliitS-ptirdn, 66 n., 81. 

KoHkdta Kamalilay, isi. 

Kllikriena Dev, Kiji, 105. 

Kaliatay Ghapik, 132. 

K&lipraiftnai OKoa, 131. 

Kiliprtuaaa Si&iha, I3i, 129-30,149. 
KUketu, It, 26, 33, 66ff. 

'Kilo Meye', 1790. 

Kelpataru, 133. 

KaoiallUma, 64. 

Kacnallk&aca Btianichirya, 88,133. 
KamaldkdnUr Laputr, 233. 
Kain^maK^ 86 . 

KaiDale Klmmi, 66 a., 67. 

Klmiai Biy, 248. 

KAaJ Ha2iMUa, 30 a., 4$. 
K^SokarimSid, 231. 
jTdtMt-Afem, 13$. 

Katrihd. 178. 

KadkA/oit, 133. 

KanthomSld, 265. 

Kiaupft, 84. 

Kopsl-km4^, 153, (56, 163, 163, 
264 o. 

ei. 

Kofi 0 Homal, 177. 

'Karma', 179. 

Xormo-dein, 233. 

Kama-yog, 132, 

'Kama 0 Kuaii’, 275. 

Kamdtumda, 53. 

Kdsi-kfia^e, 90. 

Kdsi-pariMroo^, 96 a. 

Kisiriffi DIa, 32, 65 n,, 75, 103, 143. 
Kathd 0 KdJam. 178. 

Kacbak, 34. 

Kathakaci, 126 a. 

KatkdmdU, 124. 

KaOtopakatkan, too. 

Kavicaaadra Chakravartti, 63, 75. 82. 
KavikaAkan, ttt Mukvmdarlm Chak* 
nvartti. 

Kaviodr* (Paramaawar), 24, 31 c., 

46^ 

Kaviadia Die, 84. 

Kavirafijaa, 310., 39 n, 40, 47, 56. 
Kaoitdkdror laktt VtASr, 111 s. 
Kavivallabh, 49. 

KaviwUl, 87, iS3i X34« 
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i3t« 

Ke»tt, Joh/i, i 7 i> tyi- 
KettV'Chtadn Sen. 133. 

Keoikidie, m Kseminacde. 
KUsDobW, isi. 

KbeUrtm, 79. 

Klieur, 87, 133* 134* 

Kfi^ ift, 

Kbeffl, 97. 133- 
148. 

Khgllini 67 if- 
Kimfyd Vt^ydf Sdr, 104 o. 

Kcf^ ofui t/n Qvsfn. 17s. 176. 

King eA« J^ark Chambtf. X7S> 
Kvttongaania, 64. 

KritPi, t?, 21. 83> 38, 37-»« 4>r 

^.47, ti7r ^33i *34. *45’ , 

Knm-cniAf«l poem, tc« Biidga- 
vaU~pvbne versions. 

Kft»M-Kidh* po«ms. tee Vtitnavt 

?t4. 

KnuMChendn, Mthiriji of NadiyS, 
to. 87, 89. 9«»-^ . . 

Krivticbtndn Majumoir. 147. 
KrOna-tJtcriira, 130. 

Khwadia. 

Krisnadis 78. 

Kn$n*dA« KavWj. 39 n.. 48. 5*. 54> 
KrisMkunal Bbeirichlrya. tsS. 
KrimakJnter Will, xS3,159.163 a. 
Kntntkinlar. 65. 
f^inakumgri, U|. tjo* 
Xr£M0-K^dKnt4, t$. 

Kruna-mMioI- 4 ^- , _ „ . 

Kiisfifiniohaa VandyopWhSy, tat, 

»*Sft , . , 

Krisf^-p^m-terttkgim. 65. 

KflentHm Dia. 

KfittivU Ojh4, 27. 3*. 3*> 34-0. 75. 

103. *43. ,, 

KaarrAnaoda. 06. 

ffiiTHdifftfff ^‘1 83< 

Kjemlatncb, 66 n. 

Kaeinmeban Mukhopidhiy. 105. 
KtuJirdm, 133. 

130. 

Ki^itkitrra, 148. 

Kutuniggjali, 148. 

Lakami poefasi 86. 

LeUtd, »sa. _ „ 

LaukDt cuha and deiues, 14 *■>. 20. 

30. 3»*3» 88, tty- 

Uuaec, XX, 36. 33, 77-8. 79 - 
L«waon. John. 104^. 

LebedofF, Keraabn, X49- 
Leili-Majoun, 83. 

Lekkeit, t?8. 

UUnctt, 150. 

LiptmiU. toi. 

sw 


Loeban DIa, 49, $0, $6. 

L«knfl(h Dia, $a. 

2,iok~rahasyia, 33:. 

London Misuooary Society, 103. 

Long, the Reverend Jamea, 13©, is«« 
LCT^thanA’iid. 84 n. 

Levtf't Oifl. x88 d. 

Ma<ieih, x$x. 

Mack. John. 3040. 

Mad Khdoyd Beja DSy. 139. 
Madaiunoban poena. 86. 

Madanmohon TerkAlahkir. 134. 
MBdhav Acbfirya, 65, 69, 8a. 
Midkauikakhon. x65> 

Mddkmnlatd, x 65 > 

Madhuaudan Derta, at, X13, 3I4.^XJ5, 

316 , X a?, 1 3®. * 3*1 * 34> *35. * 3^47. 
148, X50. 33:. 

Maetcriinck, Maunce, x 66 , 374. * 76 * 
Migadhi Apabhranpaa. ^ 9 - 
Mfaadhi Prtknt, a. 3. 

M^uabhdreua, s. af>. 3»i 37 5 votimw 
by Kavindra (Parameaw) and 
Srikann Nandwi. ix n., 48*^5 by 
KWrim DU. Kavichandra Chak* 
ravami, Nicybaanda Ohoa. and 
©there, 74-8; by Vid^gar, xaej 
uodct Kili^aaanca Sirpha and 
Maharaja of Burdwan. 330. 332. 
Mihanmad KJ^n. 84. 

Afekdrt^fd NandakvmOr. xoj. 
Mahdrgilra ykxm’prabbgt. 365 . 

MeMd Kkvye. X48. 

Maithili, 54 . 55 - 

Milldhax Vaw, 27 ft., 33 n., 37-®. 65- 
Milik Muhammad }ayei. 761 83. 
MdW, 175* . , 

MinaU and Masaafi cult, 6 , 7,14. i|> 
16, 17, *1, 3®, 32,^33. 42, 88; 
Maaaa fable, 42-5 i MaraM-mah- 
sal poemt by Klni Handarta and 
Vyay Gupta, 45-8; by Vipradla 
PipUi, 46; by Vaowvadaft Chakra* 
vami and Nlriyan Dev, 65-6; by 
Ksamflnaoda aixd othera, 66. 
Maneair Bhisin GAn, 42. 

Mtbuut (periodical), xo7., 

by BahkifD-cbaftdre Chaftopidhiy, 

by*lubindm»ttb Tagore, ty?. 
Ma^ (or ^yay) Kivya, ao, 32-3,34> 
37, 4:. 4»« ^ 

Minik Data, 69, 77 . 

MBnik-Pir, 8a. 86. 

Mlftikrin Gfih^i. x6, 74 * 
Miibtvn&ji. 143. 

Maixoal da Auumppam, 97. 

I Manohar Dda. 49 53 * 

I Manomohift Vasu, xao, 150. 
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Mcnoro/ndi 166. 

MonereXofiftiAdt, xos- 

A/dn>iu*iAa, 90* 

Ms^Tui^mom. ^4. 

PiirAta, 66 , 74. 

MmbmAn» JohoCliA, 104,105,106. 
M«nhmia, Jotbu*. 102, 104. 

Monk PatnU, ivj. 

Miirl^vntta metre, 29,117,147. 

146. 

Khdd, I7S« 

M 9 ynS KolkSy, 133. 

Meynftmiti, xi, S4» Ss. 

Md>»^nuccr (^,29. $e«KlthpMOU. 
Meyur BbeniL 79. 

M<fkndd“Pa 4 h, at, Jt|, 136,141,142, 
143> X44-5. X47, 14*. XS*. X53* 
f 4 Q 0 Bau, 165. 

Menkant of vtmtt, im a. 

MUton, Jefan, 136, xsl 141,14a, 143 * 
X44,146. 

Mota^o/uian, 29, 84. 

Miaanith, 8, 33, 84> 

ifv K 4 sm, isi. 

Mir Meearef Akber Huaaifi, 133. 

Mvdl-vI-Akkbar, no. 

Mhhili, 5, 6, 35. 

Mogul coogueec of Benge], 9, 85, 89. 
Mocre, Tom. 134.138, 140, X74. 
MortU Claa Bom, 123. 

MoroJ Taiu, 123. 

3fry2>]uMte, 81. 

MrmSsm, («t, 156, i6t, 163 n.. 764. 
MnfTuftity Vidyilai^kir, loi-^. 
AfuowAn Gi^fT yioait'-cJiant, 133. 
Mukcirin Sen, 74. 

Muloi’, X79 n. 

MuJuttbUnMiJa, 64. 

Mukuaderfim ChekravuirQ, enthUd 
Xarikenken, 27, 69-74, 90, 91, lao. 
Mvraiieii 44 , 33, 

Muriii Gupte, 2 3 n., jto, 31, 56. 
Mualsn conqueet of BcogeJ, 4, 6* 9, 
:a. 31. 

Muilini vricere, 18,82^4.133. 

My lUnii i m ooiuot. 177,188 a. 


I^bhAji Die, ?6. 

No6t-oMUs, 83, 

Nediyl. 9, jo. 11, 25. 48. 
NegeadnDith CSenopIdhiy, 232. 
Nseco^M. 

NaodiiMor Die, 49. 

Mandekun^r Riy, 149. 

Ninheh Chekravuni, xo. 32 n., 33 * 4 , 

57. 64 

NenbAfi Die, 32. 

Nenheri SuUr, 34 a., $6,65. 
Kiriyen Dcr, 65^, 8x. 

N^hait, 132. 


NarMwn, 48.49, 3a, 53.54, s6- 
Narotutm-vUdi, 34. * 

Nieir Mihreu^, 8a. 
mth cuJt, 7, 8,14. 27, 23, 30, 33, 845 
Nith poems, 84'$. 

' Natmtcasm, 181 n. 

NefirPtM, 175. 

NmUdim, 175. 

Naoab^uijU^, i2x, xaS, 
NaxralribivUds, (21. 
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